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Interactive Music Workstation 


TA ENTRY} 


When it comes to making music, | 


two brains are better than one. 


POWER 


The first brain belongs to Greg Phillinganes: 
keyboardist, songwriter and producer. Seen and 
heard with some of the most influential names in 
music, from Stevie Wonder to Eric Clapton. 

The second is that of the Korg i3 keyboard, 
the world’s first Interactive Music Workstation, 

Beyond its trademark Korg sounds and full- 


strength sequencing power, the Korg i3 has the 


es 
aa we 
sees 


intelligence to accompany and interact, offering 


some provocative musical thought of its own. 
As Greg himself has been heard to say, “It’s 

the best idea-generating tool out there.” 
Judging by the music they make together, 

the Korg i3 thinks rather highly of Greg, too. 


The power company.” 


© 1994 Korg U.S.A., 89 Frost St., Westbury, NY 11590. Korg is a registered trademark, “The power company” and Interactive Music Workstation are trademarks of Korg U.S.A. 


CONTENTS 


FEATURED 


28 VINCE CLARKE OF ERASURE 
The instrumental half of pop’s hottest duo has no time for MIDI, digital synthesis, 
or sampling; he’s too busy making music. 


10 WORLD VIEW 
Doin’ Oaktown with FMob. Reading with GhostWriter. Reminiscing with Rod 
Argent. Peering through Myst. And Rev. Billy recalls Moon and Big Maceo. 


42 HAVE KEYBOARD, WILL TRAVEL 
If gigs are getting scarce in your town, consider working somewhere else — 
China, for instance. From dealing with customs to drinking the water to rockin’ 
the house far from home, here’s what you need to know. 


. 20, NO. 9 (ISSUE #221) SEPTEMBER 1994 


54 VINTAGE SYNTHS: SERGE MODULAR SYSTEMS 
A jalopy cruise through Hollywood, pan-fried solder, serenades for whales: 
These are but a few snapshots from the scrapbook of the designers who dared 
challenge Moog and Buchla during the frontier days of modular synthesis. 


DEPARI MEN. 62 POWER PC vs. PENTIUM 


M The battle is raging between Apple and Intel. Whose CPU is faster? What kinds 
- SERS ‘ of upgrades lurk down the pike? Should you even care about all this? Look 
for the answers here. 


4 LETTERS 
65 GIVEAWAY 
19 CREATIVE OPTIONS Win a free trapKAT MIDI drum controller! 
Connor Freff Cochran roams the song- 
writing wilderness. 73 STUDIO SOUNDPROOFING 
Keyboard eavesdrops as an L.A. session ace grapples with the realities of sound 
24 IN REVIEW insulation, then learns how to keep neighbors happy by sealing up his studio. 
Rick Wakeman, Harold Budd, “Body 
and Soul.” 81 HOT TIPS: MORE MILEAGE FROM SAMPLES 
You've loaded up some samples; now what can you do to make them sound 
135 DISCOVERIES and play better? Craig Anderton brings expressive techniques within reach with 


advice on noise reduction, loop adjustment, velocity tracking, and other mysteries. 


136 REEL WORLD NOTEBOOK 


Jeff Rona meets a real orchestra. 89 PHYSICAL MODELING: HISTORY & HORIZONS 
Musicians have been talking about instrument simulations for a century, and 
138 INSIDE THE MUSIC trying to pull it off for as long as computers have been around. As this chronicle 
Dave Stewart probes the roots of altered shows, it’s been a long trek from the astonishing Anthropoglossos to the VL1. 
voicings. 


hobo Oo et 


141 SPEC SHEET bf 2 oe 8 TS 


145 CLASSIFIED ADS 96 SOUNDS 122 AQUILA MR2 
CD-ROMs galore: grand piano, Wireless MIDI system. 
152 ADVERTISER INDEX drums, vocal phrases. 


123 E-MU PROTEUS FX 
104 ENSONIQ TS-12 Synth module. 
Weighted-action synth. 


125 FREE PLAY PRODUCTIONS 
112 YAMAHA QY8 WORLD MUSIC MENU 
Sequencer/sound module. Synth tuning utility. 


129 STEINBERG RECYCLE 
Sample editing utility for Mac. 


© POWER PC vs. PENTIUM 


Ky 
LJ 


SEPTEMBER 1994/KEYBOARD 1 


DOMINIC MILANO 


NO EXCUSES, 
| SHOULDA HAD A V-8 


ncommonly slow. Brain-dead. Clue- 

less. Whatever. | make no excuses. 

It wasn’t an especially good month 
for the gray matter that sometimes pretends 
it’s my brain. So | forgot. In fact, it never 
crossed my mind. We were in the throes of 
organizing one of the more complicated is- 
sues of the year — last month’s roundup of 
all the samplers on the market, which came 
on the heels of July’s special issue on mul- 
timedia, no less. It was one of those moments 
when a most-desired thing slithers into a 
black hole of memory and lies waiting for 
just the right inopportune time to pounce. 

So here | am, smacking myself in the head 
like | shoulda had a V-8, ‘cause | shoulda 
told you last month that our Reader Sound- 
page Competition is back! 

Mayhap | should explain. Once upon a 
time, actually | think it was around mid-sum- 
mer 1980, our then-publisher Jim Crockett 
had the brilliant idea that it would really be 
cool if we could do something to let our 
readers hear some of the music that we were 
writing about. We looked into all kinds of 
wild schemes to make that possible. One 
of the more odd items was an optical scan- 
ning technology that would read music that 
was printed in bar-code form on the edges 
of our pages and allow it to be played back 
on personal computers such as the Apple 
Il and Commodore-64. 

Similar systems were being used by some 
computer mags to deliver lines of program- 
ming code to their readers. The only hitch 
was the optical scanner would cost readers 
a few hundred bucks. Not good. 

One alternative, the one we went with, 
was to bind a flexidisc recording into our 
pages. About the size of an old 45 rpm sin- 
gle, only way thinner, these Soundpages, 
as we Called them, held about four minutes 
worth of snap, crackle, pop, and music. 
Really cool music by the likes of Wendy 
Carlos, Jan Hammer, Chick Corea, a num- 
ber of historical figures of early electronic 
music, and dozens more. 

In the mid-1980s, we started a contest of 
sorts. We asked readers to send tapes in, we 
gave them a listen, then put the best one on 
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a Soundpage and wrote a story about the 
winner. It was a truly great thing. As editorial 
research, it was unprecedented. We got to 
hear where you guys were at musically, tech- 
nologically, creatively. As a forum to give 
something back to our readers . . . well, one 
and sometimes two lucky players got their 
15 minutes of fame. At least one — Guy 
Babylon — parlayed into more than that by 
landing a gig touring with Elton John after 
winning our competition. 

The Soundpage Competition became 
something of an institution. Every year, tapes 
flowed into our offices in anticipation of the 
coming competition, which we continued 
even after discontinuing Soundpages on a 
monthly basis. But even fun things come to 
an end. With the ascendance of the compact 
disc and the demise of the turntable, flexible 
records, even records of the best of our read- 
ers’ music, had come to their end. 

Sure, we had bright ideas about alterna- 
tives. Bound-in, glued-on CDs were a 
thought. But compared to the flexidiscs, 
which weren't cheap by any stretch of the 
imagination, CDs were a veritable nightmare 
of expense. | mean, it costs a small fortune 
to print Keyboard. Adding a CD to it would 
have more than doubled that cost. 

So what to do? We've been pondering that 
question for the last couple of years. And 
with our upcoming 20-year anniversary (holy 
moly, Batman, break out the gold watches 
and the pension plans, I’m feelin’ like a fossil) 
we found the solution. We'd use our sister 
publication Guitar Player’s 25th anniversary 
celebration from 92 as a model. 

Rather than pick one winner, there’d be 
a bunch of them. Twelve to be exact. Prizes 
— tons of gear — will be awarded to the win- 
ners. And the best overall winner will be 
flown to Southern California in January 1995 
to perform at our 20th Anniversary extrav- 
aganza concert and attend the NAMM show 
to boot. (See page 120 for more information.) 

What about letting other readers hear the 
winners? We’re working on that. Stay tuned. 
In the meantime, get those sequencers and 
recorders fired up. It’s reader tape listening 
time again at Keyboard Central. E 
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Made In U.S.A. 


No one’s actually been here. 
But everyone’s heard 
the sounds coming out. 


Here at the 
Korg Power Plant, 
we don’t see a lot 
of visitors. But mu- 
sicians everywhere 
are familiar with 
the electricity we 
generate. 

For years, our 
keyboards and our 
sound modules 
have been putting 
power in the hands of people who know exactly 
how to use it: The power to bring an audience to 
their feet. Or drive them to delirium. Or, even 
better, to drive them to 


the nearest record store. 


There are many technical 


During the last New York blackout, 


the Korg Power Plant was testing its 


most advanced keyboard. Coincidence? TEASONS why the name 


Korg appears at almost every major concert, and 
in every major recording studio. But the best 
reason isn’t technical at all: Korg has great sounds. 
And that’s due to the people who clock in at 
the Korg Power Plant every day. Real musicians. 
Players who agonize over our sounds for months 
before we ever let them out. (The sounds, that is.) 
It’s also due to the respect we have for your 
musical brain. The way we see it, when you’re 


playing, our job is to simply get out of your way, 
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The Korg Power Plant, Long Island, NY. 


so you can get the 
sound you want 
when you want it. 
That’s the thinking 
that helped us create 
the 01/WFD Power 
Music Workstation” 
Which, having set 
all the standards for 
great sound and in- 


tuitive control, is 


probably the most 
heard and imitated keyboard in the musical world. 

It also helped us develop the X3 Power Music 
Workstation, delivering the legendary 01 /WFD- 
quality sound at an even more affordable price. 

Of course, deep inside the Korg Power Plant, 
the work goes on, as we devote all our energy to 
finding tomorrow’s hit sounds. 

But since you're not about to visit, go hear 
for yourself at your authorized Korg dealer — it’s 


the one source of power that’s always nearby. 


, ? 
i OHSS eieid Gis pias: Adie: ese | 
OE eae ae See Reape 


It’s all about power: the O1/WFD Power Music Workstation. 


AAL RG 


The power company. 


, The power company” and Power Music Workstation are trademarks of Korg USA. 


Progs Strike Back 

[Ever since our Apr. 94 cover story on Keith 
Emerson’s arm surgery, readers have flooded 
us with letters expressing concern for his re- 
covery. The following message, found in our 
fax machine just before deadline, shows that 
these sympathies haven’t gone unnoticed.| 


| would like to sincerely thank all the readers 
of Keyboard for their letters of encouragement 
and support since the cover story regarding 
my operation. | was very moved and 
touched. Obviously, any operation needs 
time to mend, and I’m hanging in there de- 
spite the trauma of it all. Your support has 
strengthened me in my recuperation. Thank 
you again, so very much. 

Keith Emerson 


[Even so, in our July ‘94 Letters column, 
Pablo La Rosa excused himself from the 
amen corner. “I make dance music... and 
I’m tired of reading stories on Keith Emer- 
son, Chick Corea, and such,” he wrote. 
“While they may be fine musicians, | can’t 
relate to what they are doing. And, frankly, 
| don’t care if Keith Emerson will ever play 
again.” La Rosa concluded by pointing out 
“the cold truth” that his type of music, 
house and techno, “outsells any record 
Emerson is making.” In their hearts, ELP 
heads know that La Rosa speaks the truth. 
The ’90s are tighter and meaner than the 
‘60s and ’70s, when a sunnier climate was 
more hospitable to the grand gestures of 
prog rock. But that doesn’t mean proggers 
like to have their noses rubbed in it. Maybe 
this is why the responses we’ve gotten to 
La Rosa’s comments seem more defensive 
than interested in starting a dialog between 
hostile keyboard camps.| 


Dance/techno/house music sucks. It outsells 
other music only because the purchasers are 
musical idiots. Keyboard is a magazine for 
musicians. Dance music is for people who 
dance. People who write dance music are 
certainly not musicians. Only a stupid punk 
21-year-old kid would not realize that it was 
Keith Emerson who popularized synthesizers 
in rock and roll. | cannot see how Keyboard 
could be writing features about dance or 
house artists five years from now. | can only 
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hope that Pablo La Rosa’s hands get caught 

in a lawn mower, and there’s one less jerk 

making worthless “music.” Maybe then he 
will appreciate Keith’s dilemma. 

Joe Adamiak 

Newport Beach, CA 


So Pablo La Rosa doesn’t “care whether Keith 
Emerson will ever play again.” | suppose we 
can attribute such a cruel and misanthropic 
comment as this to the lack of wisdom of a 
21-year-old who seems just to be in it for the 
money. Of course, cash is important to any 
musician, but not to the exclusion of all else, 
and certainly not at the expense of someone 
better than twice La Rosa’s age who is where 
La Rosa hopes to be someday. Such an un- 
fortunate remark about someone else’s well- 
being might lead others to doubt the depth 
and worth of his music. At any rate, it offends 
those of us who, while open-minded toward 
music of all stripes, have a bit more empathy 
toward the plight of someone who has 
moved us all. 


Rick Mealey — 


West Haven, CT 


[This fissure between the pro- and anti- 
Emerson factions reflects an even broader 
division between players in the traditional 
sense and those who do their work mainly 
through sequencing. The line began blurring 
back in the ‘70s, though there was still plen- 
ty of crossover. Now, however, we’re won- 
dering if the keyboard community has per- 
manently separated into hostile, or at least 
non-communicative factions. Check out the 
following letters, then let us know what you 


think: Is it impossible to keep one foot in 
each camp? Is there hope for constructive 
dialog here? And what does all this mean 
to you and your music?] 

I’m dismayed at the diminishing amount of 
editorial content in Keyboard related to ac- 
tually playing musical instruments. In your 
June ’94 issue, for example, the only articles 
that deal with making music by actually play- 
ing an instrument concern executing dimin- 
ished scale patterns without any hint of how 
they might fit into any musical style, along 
with yet another Dave Stewart column that 
never seems to cover any music other than 
his own rarely available CDs. 

“As recently as 1992 and ’93 you ran ar- 
ticles on Bruce Hornsby, Gregg Phillinganes, 
Billy Childs, and the Motown staff band — 
musicians who make music by playing key- 
board instruments. If this doesn’t stimulate 
ideas, go further back to when you pub- 
lished articles and columns by David Burge, 
Dick Hyman, Tom Coster, Andy LaVerne, 
William Fowler, George Duke, Richie 
Beirach, and T Lavitz. And while you're at 
it, leave the “insider” stories about Rick 
Wakeman’s feuds with Yes and Keith Emer- 
son’s problems to People. Think information, 
not sensation. 

Kerry McShane 
Toronto, Ontario 


I've used computers in recording, but I’ve 
sold them all. There’s no more techno crap 
in my house; today it’s quality instruments. 
While the techno whizzes spend their time 
sequencing and quantizing, I’m practicing. 
I’ve found that musicians make music. Tech- 
no is time-consuming, boring, and expen- 
sive, and it’s quickly outdated. The real mon- 
ey still lies in talent. Besides, wouldn’t you 
rather have a Steinway D than a bunch of 
stupid computers? 
Dan Callahan 
Springfield, MO 


Amiga Amigos, not Adios! 
Thank you for your recent coverage of Com- 
modore’s unfortunate demise (Aug. ’94). Al- 
though we appreciate your including quotes 
from our company’s chief technical officer, 
Todor C. Fay, in your coverage, we are con- 
cerned that your readers may be left with the 
mistaken impression that we are no longer 
developing for the Amiga. 

Nothing could be further from the truth. 


In fact, if Keyboard had published its entire 


conversation with Mr. Fay, the article would 
Send correspondence to: Letters, Keyboard, 
411 Borel Ave., Suite 100, San Mateo, CA 
94402. 


Ten Reasons why & 


is the Dig 


1. You want accessibility. 
There are over 30,000 ADATs in use all around the world! 


, you already know of someone who has successfully 
yects on ADAT. 


ant dependability. 


3. You want superior engineering. 

The ADAT MultiChannel Optical Digital Interface™ is now a patented 
technology. There’s no clearer choice for groundbreaking digital 
recording. 


4. You want reliability. 


Heavy duty S-VHS* tape offers the widest track width and the best 
error correction of any modular digital tape recorder. From one 
ADAT to another, your tapes play flawlessly and last longer. 


5. You want compatibility. 


The ADAT Group™ of third-party manufacturers continues to develop 
products that set the standard in their class. Digidesign, Fostex, 
Apogee, Roland, Korg, JL Cooper, Steinberg/Jones, E-mu, EMagic 
and dozens more have all signed on and are making great use of 
ADAT’s proprietary interfaces. 


the Digital Multitrack 
Recorder for YOU: 


6. You want the best audio quality... 
ADAT employs 64x oversampling analog-to-digital converters and 
18-bit low-noise DACs for state-of-the-art sound. A 


7. You want cutting-edge technology. | 
At ALESIS, digital audio is what we do. We always have. We stake 
our success on it. Our custom ASIC chips make the ADAT lighter, 
cooler and more reliable than any other digital multitrack recorder. 


8. You want affordability. ee 

The ADAT Digital Multitrack Recording System, featuring the BRC™ 
associated with digital recording. You can’t afford NOT tobi 
if you’re serious about recording. , ee 


9. You want networking. y 

With the advent of the ADAT Worldwide Network™, thousands of 
songwriters, producers, engineers and studios new have unlimited 
access to each other. Creative collaborations around the world could 
not be made easier. 


10. You want success stories. 


ADAT recordings have already gone to the top of the Rap, Pop, 
Dance and Alternative charts, and received a 1994 Grammy award 
for “Best Country Instrumental, Performance”. Live recordings by 
platinum artists are now being readied for major label release. 


You want more? We could give you another 88 reasons why ADAT 
is the de facto standard in digital multitrack recording, but the 
best thing for you to do is to see and hear it for yourself. 


ADAT MuitiChannel Optical Digital Interface, ADAT Worldwide Network, BRC and The ADAT Group 
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Alesis and ADAT ave registered tradexzc Alesis Corporation. 
Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016 
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LETTERS 


have revealed a strong commitment on our 
part to continue not only to support, but to 
develop, for the Amiga platform. This com- 
mitment to Amiga development and Amiga 
customers is evidenced by our recent re- 
lease of Bars & Pipes Professional Version 
2.5 and the Amiga-adapted Yamaha CBX- 
T3, as well as our impending release of 
three new Styles collections for SuperJAM! 
Amiga and a new Tool collection for Bars 
& Pipes Professional Amiga, and support 
for two additional direct-to-disk recording 
systems for the Amiga. In addition, we re- 
cently published our biggest issue of Quar- 
ter Notes (our Amiga newsletter) yet! 
The Blue Ribbon Soundworks has grown 
and prospered over the past five years be- 
cause of a mutual commitment between us 
and our customers. We have absolutely no 
intention of sidestepping that commitment 
and will continue to provide technical sup- 
port, product updates, and other new of- 
ferings to our Amiga customers for some 
time to come. 
Melissa Jordan Grey 
President 
The Blue Ribbon Soundworks, Ltd. 
Atlanta, GA 


Armed With Multimedia 

Please help settle a critical dispute. | say those 
are Dominic's arms on the July ’94 cover. My 
staff thinks they belong to Jim. Which is it? 
(| also contend that you can get a tan like 
that by spending way too much time in front 

of a glowing computer monitor.) 
Brian K. England 
Regency Professional Pianists 
Omaha, NE 


Surviving Multimedia 
It’s amazing! | mail you a letter wondering 
whether you’re going to investigate the 
changing world of multimedia music, then 
come home to find your July ’94 issue, 
chock full of what I’ve been doing since the 
late '80s, in my mailbox. I’ve developed 
sounds, music, and software for most of the 
FM and DSP chips out there. And while | 
understand the Fat Man’s “work hard and 
cheap” ethic, as we grow out of our infancy 
I've found you do work really hard but it’s 
never cheap to stay on the cutting edge of 
this industry. Oh, and getting enough ROM 
space is another issue. 

Michelle Simon 

Oceanside, CA 


Having produced music and digital audio 
for over 20 PC- and Mac-based multimedia 
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titles, | agree with most of Ernie Rideout’s 
article on finding work in this area, but | 
have to take exception to his recurrent im- 
plication that 16-bit audio, combined with 
the additional storage space provided by 
CD-ROM, is the saving grace for all self- 
respecting musicians. 

First of all, additional storage, like any 
technological advance, only serves to raise 
the ever-raging disk real estate competition 
to another level. I’ve worked with a lot of 
producers, and when size constraints are 
loosened, the first thing they think is, “Better 
video, more animation, improved image 
quality, greater content!” Sound is usually 
pretty far down on the list. Even at 8-bit and 
11kHz, I’ve maxed out my digital audio 
megabyte budget for a title in a flash. Mul- 
tidisc CD titles like 7th Guest are evidence 
of that. 

Second, the ridiculous size ratios — 
about 10k/min for MIDI vs. about 44k/sec 
for a 16-bit, 22kHz mono digital audio) — 
are only a part of the problem. Of greater 
concern is data throughput. Worst case, a 
CD-quality digital audio file requires a trans- 
fer rate of about 176kps, overwhelming the 
150kps spec defined by MPC Level 1. Best 
case, 16-bit, 22kHz mono (the minimum 
for acceptable digital music) still would re- 
quire 44kps, or almost 1/3 of the total 
throughput, infringing on the performance 
of any simultaneous animation, graphics, 
or full motion video. 

Third, seek time. An MPC Level 1 CD- 
ROM takes an average of one second to lo- 
cate a file on the disk. Obviously, you can’t 
be jumping back and forth between a 
graphic file and your digital file, unless you 
don’t object to sec-by-sec gaps in your mu- 
sic. The fix is to interleave the video and 
audio data into one file, the technique em- 
ployed in QuickTime movies, which is fine 
for linear playback but very limiting for an 
interactive game. 

Which brings me to the final and most 
important point: interactivity, the key feature 
of multimedia. MIDI music allows real-time 
changes in the soundtrack, using such fea- 
tures as looping, conditional branching, dy- 
namic volume and tempo control, and se- 
quence layering, in response to user input. 
Digital audio playback is pretty much stop 
and start, though some third-party drivers 
allow real-time mixing of multiple digital 
files, but this gets right back to the through- 
put issue. Also, using the MIDI ports for mu- 
sic frees up your DMA channels for such 
multimedia essentials as digital sound effects 


~ and narration. 


This is not to say that 16-bit audio doesn’t 
have its place — say, for a killer opening se- 
quence or partial-screen, full-motion video. 


But the real saving grace for musicians Is 
wavetable synthesis, which provides im- 
proved audio performance while being trans- 
parent in every other respect. This technol- 
ogy is being supported by all the major 
sound card manufacturers, is really coming 
into its own in ‘94, and will only get better 
as the big boys, like Roland and Korg, begin 
establishing themselves in multimedia. The 
bottom line, as the Fat Man says, is how well 
you can affect someone emotionally with 
your music. Platform limitations serve as a 
great equalizer, such that the composition 
must stand on its own merits and not depend 
on an awesome, layered, multisampled, 
megaprocessed patch. 
Hamilton Altstatt 
Knowledge Adventure 
Glendale, CA 


Your story on multimedia doesn’t include 
one word about the Amiga, even though 
that platform rules the multimedia market. 
Maybe you should have called one of the 
1,400 American television stations that use 
the Amiga for multimedia production, or 
any of the major film production companies 
in Hollywood. I’ve been enjoying CD-ROM 
multimedia with my Amiga for quite a 
while. Sad to say, you Mac and IBM ass- 
holes are stuck in your operating systems’ 
hierarchies, which drastically limits the se- 
lection of CD-ROMs available to you. Oh, 
right: The new Macs can read DOS; too bad 
it took 12 years for Apple programmers to 
do something most Amigas have done for 
a long, long time. 

When Commodore went Chapter 11 in 
the U.S., it sure wasn’t because of their fine 
technology. It was due to the fact that CBM, 
being a European company, didn’t need the 
American market, and didn’t advertise. IBM 
and Apple, on the other hand, spend more 
money on promotion each year than on 
R&D. As a staff reviewer for three of the 
country’s leading underground electronic mu- 
sic magazines for more than 15 years, I’m 
sick of supporting your Dark Age antics. 
Please cancel my subscription immediately, 
and spare me the bullshit. 

Ben Kettlewell 
Provincetown, MA 


Jim Aikin’s Guest Editorial [“Multimedia Mon 
Amour,” July 94] made me laugh. Why? 
Well, here’s a complete account of my 
equipping an Apple Macintosh with a CD- 
ROM: (1) Drag some software into the com- 
puter’s system folder. (2) Plug the CD-ROM 
into the back of the Mac and into a wall out- 
let. (3) Restart the machine. (4) Load the 


Continued on page 70 


BANG ON THIS 


So what else is new in 3.0? 
Plenty. 


WORK 


® Percussion Editing 


® MIDI Machine Control 


Tired of music software that’s hard to work with? % Enhanced Swing Quantizing 


Spending more time making tech support calls than you ® Printing Up to 24 Staves per Page 


are making music? | 

® Expanded Instrument Definitions 
Then bring in the Professional. ® Bank Select 

® Way More 


Cakewalk Professional remains 
the leading MIDI sequencer for Windows today. Its 
powerful, fast, stable, and yes — extremely usable. 


And while other music software compa- 


“Simply put, it’s 


nies scramble to release something on the | . 
Windows platform, Twelve a professional 
Tone Systems is now shipping powerhouse. 7 


the third major release of its 


award-winning sequencer. Electronic Musician, 3/94 


Here are some of the new 
3.0 features: 


The new Groove Quantize 
option lets you “steal the feel” 
of one track, and use it to quantize 
another. Cakewalk’s own groove 
format supports note start-times, 
durations and velocities. Also works 
with DNA Grooves. 


WHAT'S THE WORD 


Add lyrics directly into the Staff view, 
and print in your notation. For on-stage performances, 
use the Lyrics view to see scrolling lyrics or stage cues 
in large fonts. 


MASTER MIXES 


Mix volume, pan and other 
controllers using 96 assignable faders 
and 32 Note On buttons. Create 
fader groups for automated 
cross-fades and mix-downs. And 
the Faders view now fully sup- 
ports the Mackie OTTO 1604 
MIDI automation package. 
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OTHER PROFESSIONAL FEATURES: 


256 tracks; rock-solid SMPTE/MTC sync; custom pro- 

gramming language with macro recorder; MIDI remote 
control: system exclusive librarian and event filters, to 

name a few. 


And with support for MCI commands and digital audio 
wave files, Cakewalk Professional can be the engine that 
drives your next multimedia project. 


So play all day. Play all night. And let Cakewalk 
Professional do the hard work for you. 


NOW PLAYING EVERYWHERE 


Cakewalk Professional 3.0 is just $349, and is available 
at finer music and computer stores everywhere. For 
more information, or to order the Cakewalk Professional 
Demo Pack for just $5, call: 


800-234-1171 OR 617-926-2480. 


Call today and get a free copy of 
Twelve Tone Systems’ customer 
newsletter, QuarterTone, while 
supplies last. 


Twelve 
Tone 


oF 4 eS 


a i 
P.O. Box 760, Watertown, MA 02272 


Cakewalk, Cakewalk Home Studio, Cakewalk Professional and Twelve Tone Systems are 
trademarks of Twelve Tone Systems Inc. Other products mentioned are trademarks of 
their respective manufacturers 


UT new KT-(6 el rer tre piano performance, with our acclaimed 76 key weighted action 


Sounds for every need. Over 300 sounds 
(and 18 stunning effects algorithms) for 
aes any style of music. Even 
- more sounds are available with our 

» KC series sound cards. 


and 64 Tes. Pius, you get all the benelits of a state-of-the-art MIDI synthesizer 


Easy-to-use performance controls. 
Perfect for stand-alone playing or 
controlling other MIDI gear. The KT’s 
versatile features will perform for you (like 
our new Transpose Keyboard function). 


Onboard Sequencer. 16 tracks to capture 
your musical ideas, from first inspiration 
to complete orchestration. Use convenient 
industry standard PCMCIA RAM cards for 
increased memory and storage. 
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ASSEMBLED BY ROBERT L. DOERSCHUK 


M Studios, headquarters for the hot pro- 

duction team of Denzil Foster and 

Thomas McElroy, is mainly empty. Hid- 
den behind tagged walls in Oakland, it in- 
cludes a production room that’s crammed 
with gear, a funky hangout space with a 
sprawled-out leather couch and what's left 
of yesterday’s lunch, and enough studio to 
pump out hits for such clients as En Vogue, 
Digital Underground, and Tony! Toni! Tone! 
But right now we're standing next to Foster 
in what constitutes most of the facility: a vast, 
bare warehouse. 

“This will be our main room,” Foster ges- 
tures, blueprints in hand, “right here in the 
middle. We're gonna keep the high ceilings. 
The rehearsal studio will be here, and storage 
back there. Later on there’ll be a mastering 
room, another small studio, and offices. Then 
there’s the upstairs area... .” 

Slowly the picture takes shape: By late Oc- 
tober, if all goes well, FM will be filled with 
receptionists, accountants, and other staffers. 
Above all, there will be music — the saun- 
tering grooves and jazz-inflected hip-hop that 
have already earned this duo recognition in 
a business that’s cut-throat competitive. With 
Jimmy Jam and Terry Lewis in Minneapolis, 
Babyface and L.A. Reid in Atlanta, and Teddy 
Riley in Virginia, FM rules the West Coast, 
and Foster and McElroy are masters of the 
Oaktown sound. 

In their work for other clients, as well as 
on their own recent album, Once ina Blue 


DENZIL 


Moon (released under the name FMob by 
Eastwest Records America), they work loose- 
ly, improvisationally. Both play keyboards, 
with McElroy by admission the more ad- 
vanced technician. When writing together, 
they often trade ideas on the Rhodes and oth- 
er hoary machines piled in their control 
room. This, McElroy points out, brings a live 
feel to their work from the start. 

“The old-school R&B was a little more or- 
ganic than stuff is now,” says McElroy, trying 
out a few chords on his Yamaha CP-30. 
“Now, with the software, it’s more manip- 
ulated. And there’s a tendency to try to save 
money and studio time, so you do things at 


THOMAS) McELROY 


A VISIO THE HEART OF THE OAKTOWN SOUND 


home by yourself, as opposed to doing it in 
a rehearsal studio over and over until you 
get it so you can do it in one take with a full 
band. When you're thinking ‘old school,’ 
you're trying to capture an overall feeling in- 
stead of working bar by bar.” 

There's plenty of 90s gear at FM, but it’s 
approached here with what might be called 
a ’'70s aesthetic. Steinberg Cubase and Op- 
code Vision 1.4 are up and running, though 
more often used to record real-time key- 
board parts than to indulge in hair-split edit- 
ing. “We don’t manipulate parts too much, 
unless they're samples,” McElroy explains. 
“And even then, I’m thinking, ‘People ac- 
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CAREER UPDATE 


Stevie Wonder has decided to re- 
locate to Africa. In a recent speech 
before the International Association 
of African American Music, Won- 
der reportedly indicated that he 
was “in love” with Ghana and 
would soon move there. Looks like 
we'll have to fly our correspon- 
dents a bit further now in order to 
have the elusive keyboardist not 
show up for interview appoint- 
ments. . .. Another ambitious pro- 
ject is due from The Orb in Sep- 
tember. Titled The Seven Wonders 


10 KEYBOARD/SEPTEMBER 1994 


of the World as we went to press, 
the double CD will feature musical 
portraits of the Pyramids and other 
imposing phenomena. . . . Herbie 
Hancock headlined at the Digital 
World interactive music media fes- 
tival in Los Angeles last June, 
though the intrusions of several oth- 
er “wanna-be” keyboard jammers 
reportedly diluted the impact of his 
performance. . . . Brian Eno has 
been keeping a busy schedule in 
New York, collaborating simulta- 
neously with David Bowie and 
Laurie Anderson on upcoming pro- 
ductions. . . . Greg Phillinganes 


shares production credit on the up- 
coming album by MCA newcomer 
Carl King. . . . The Future Sound 
of London is working with Cocteau 
Twins and Robert Fripp on separate 
projects. .. . U.K. is reportedly re- 
forming, with founding member 
Eddie Jobson back at the keys. .. . 
On Sept. 24, Dudley Moore hosts 
and performs at a Carnegie Hall 
benefit on behalf of Music For All 
Seasons, which sponsors concerts 
and recitals at hospitals, nursing 
homes, prisons, and other institu- 
tions. ... GRP will release an or- 
chestral collection by Dave Grusin 


in October. . . . Congrats to Antho- 
ny Davis, winner of a composition 
fellowship from the New York 
Foundation for the Arts. Davis has 
been commissioned to write a ma- 
jor piece in celebration of the At- 
lanta Symphony Orchestra’s 50th 
anniversary; the premiere perfor- 
mance takes place at the Woodruff 
Arts Center on May 25, 1995. 


ON STAGE 


ARS ELECTRONICA /94. Interac- 
tivity was at the heart of the 15th 
annual Ars Electronica Festival, held 
last June in Linz, Austria. Two Amer- 


PHOTO: RICHARD MORGENSTEIN 


tually played this, and that’s what made 
it so happenin’.’ That's what I’m trying 
to capture.” 

They’re quick to point out devices 
pioneered in their work that later be- 
came standard R&B fare — their guitar 
crunch sample in En Vogue's “Hold 
On,” the jabbing orchestra hit, their 
work with the Roland TR-808 as far 
back as ‘82, the marriage of rich har- 
mony vocals and raw hip-hop rhythm. 
But this fidelity to the live feel, both 
maintain, is what ties it all together. 

“A lot of people are getting into that 
now,” McElroy notes, “because they’re 
learning that it’s better to just play some- 
thing than to get hit with a lawsuit after 
taking a 32-bar sample of somebody's 
song. Acid jazz helped too. Maybe 
some hip-hop artist or R&B producers 
will hear these guys from London and 
say, ‘Damn, they sound good! | don’t 
see no drum machines. | don’t see a 
DAT player. How'd they do that?’ They 
start inquiring about it, and they find 
out these guys just know how to play. 
So they either call them or start learning 
to play themselves.” 

The formula is working for Foster 
and McElroy; their August calendar in- 
cludes sessions with Fine Young Can- 
nibals and British chanteuse Gabrielle. 
But they’re not taking success for grant- 
ed. Looking into the shadows of their 
studios-to-be, Foster quotes a familiar 
adage: “’You’re only as good as your 
last hit’ Man, it’s so true. That’s why do- 
ing a quality tune is so much better than 
just doing a tune to make quick money. 
You've got to have pride. And you’ve 
got to keep moving, because if you turn 
and look back, man, it can be gone, 
like a mirage.” 

—Robert L. Doerschuk 
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ican artists, Loren and Rachel Car- 
penter, with help from the Austrian 
Stadtwerkstatt, transformed the 
town’s central plaza into an intel- 
ligent environment in which atten- 
dees could trigger sound and visual 
events. A moderator explained the 
various activities and rules, in effect 
presenting the event to the public 
as a gigantic outdoor computer 
game. Throughout the festival, au- 
dience input was maximized by 
means of lasers, mirror sheets, elec- 
tronic media, and an enormous 
projection screen. Jaron Lanier, 
Mark Trayle, Elliott Sharp, and the 
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SPOR 


O ye of little faith and uneven tire inflation: It's 
a sundrenched scorcher of a porch-sittin’ afternoon 
here in my hometown of Chromosome, N.C. A 
truly stupendous day for the opening of the Rev. 
Billy C. Wirtz Semi-Forgotten Piano Players’ Hall 
of Fame and International School of Confucian 
Go-Go Dance. 

A large, boisterous crowd of the musically 
faithful has gathered here at the Hall of Fame, 
located in Banquet Room D of the Izzitt Inn Motel. 
Today we induct our two charter members, two 
great piano players who never got the credit 
they deserved. Why not? Maybe if they’d mar- 
ried their cousins, or worn some wacky glasses, 
or done the soundtrack to a movie about an in- 
surance executive from Detroit who runs away 
to live among the dolphins, they’d be better 
known. Who knows? 

The lights in the banquet room are dimming. 
Excuse me, that’s my seat. . . . 


t 65” and 150 lbs., our first inductee 
A could have been a rassler, but fortunately 

for us he chose to play the blues. Big 
Maceo Merriweather was born into a family of 
12 in Newman, Georgia. The family moved to 
Atlanta, where Maceo played his first paying gigs. 
Atlanta at that time was a hot, grimy town, with 
few good gigs, no baseball team, and lots of red- 
necks, so he moved north, first to Detroit and then 
to Chicago. In the Windy City, he hooked up with 
ace guitarist, singer, and writer Tampa Red. The 
combination clicked, and soon they were one of 
the top duos around. At bar gigs and rent parties, 
they played stomps and boogies, slow blues and 
raucous novelty tunes, simple and straight-ahead, 
and all with a wicked groove. 

The fuel for that groove was Maceo’s leg- 
endary left hand. The fact that he was a south- 
paw is immediately obvious when you hear him 
play. Not only was he fast and technically su- 
perb; he played with ferocious power in the bass. 
Check out his jaw-dropping signature lick on 
“Chicago Breakdown,” heard on Big Maceo: 
King of the Chicago Blues Piano (Arhoolie 
Records, 10341 San Pablo Ave., El Cerrito, CA 


MM REV. BILLY C. WIRTZ 
ROAD STORIES 
CHAPTER 2: MACEO & MOON 


94530). A whole generation of pianists copied 
his style in the ‘50s, and blues artists still sing 
his classic “Worried Life Blues.” 

Around the same time Maceo was playing up 
north, the juke joints in Texas were jumping and 
the bottles were bouncing to the beat of our next 
inductee. Aubrey “Moon” Mullican was born at 
Corrigan, Texas, in 1909. (No one knows, or will 
admit, where he got his nickname — maybe from 
some action he took against an annoying bar pa- 
tron.) After having an argument with his dad (prob- 


ably the usual “You wanna do what for a living?! 


That's not a real job!”), Moon left home at 16 to 
play in the cathouses around Houston. 

lt was during those early years, and in later 
gigs with Western swing bands, that he developed 
his pioneering approach of fusing boogie woogie 
and hillbilly music. He played a simple eight-to- 
the-bar style or boom-chuck bass, overlaid by 
rolling triplets, blazing single-note runs, and a 
Webster's Dictionary of broken major sixth patterns 
in the right hand. 

Although Moon was known mostly as a ballad 
and novelty singer, he was making rock and roll 
records in the late ‘40s with great sidemen like 
Speedy West and Jimmy Bryant. A few years later, 
a young Jerry Lee Lewis would virtually carbon- 
copy Moon’s style and make a fortune. By then, 
Moon was almost 50 — too old to be a teen idol. 
He did, however, join the Grand Ole Opry and 
continue to write and record great songs. His 
health began to fail in the ‘60s, and on New Year's 
Day in 1967 he left for that heavenly honky-tonk, 
where the piano’s always tuned and no one yells 
for “Color My World.” 

Ask for anything by Moon or Maceo at your 
local mall store and you’re sure to get a test pat- 
tern. A better alternative is to call Roots & Rhythm 
at (510) 525-1494, ask for Frank Scot, and tell 
him | sent ya! 


They're flicking the lights on and off, which means 
we need to vacate the banquet hall so they can 
set up for the Mennonite Fashion Show. Check out 
the velveteen likenesses of Maceo and Moon on 
your way out, and as you pass by the school, gen- 
tlemen, please do not touch the dancers. 

This is Rey. Billy saying so long from Chromo- 
some, where men are men and “pianist” can’t be 
said on the radio. E 


Rev. Billy C. Wirtz’s is director of the First 


House of Polyester Worship. His latest album, 
Pianist Envy, is available on the Hightone label. 
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Soldier String Quartet, all from the 
U.S., and Austrian pianist Friedrich 
Gulda turned in highlight perfor- 
mances, but the Golden Nica, the 
trophy for outstanding achievement 
at the festival, was awarded to Ger- 
man computer music composer 
Ludger Briimmer. 


INDUSTRY UPDATE 


COMPTON’S OPENS Mi LINK. In- 
teractive media and the music in- 
dustry will move another step closer 


in August as Compton’s New Media 
launches its new label in Los An- 
geles. Prince, John Lennon, and 
Heart are among the artists who are 
being represented on CD-ROM by 
Compton’s. Norman Bastin, the 
company’s senior vice-president 
and general manager, predicts that 
interactive music is about to be- 
come the hot new development 
area. “This is only the second time 
in my career that | have seen a real 
excitement from consumers,” he 
told Keyboard correspondent Jack 
Olmsted. “The first was back in 
1987, when we came out with our 
encyclopedia and people said, ‘I 
need to own one.’” Bastin believes 
that the MTV generation can see 


the “value added” into interactive 
music titles and will understand 
what they are buying. Compton’s 
is owned by the Tribune Company, 
with assets of more than $3 billion. 

JAPAN GETS INTERACTIVE. 
Nippon Telegraph & Telephone and 
Silicon Graphics have agreed to col- 
laborate in building a national in- 
teractive multimedia service system 
in Japan. This system will link con- 
sumers, businesses, and government 
ministries to new kinds of informa- 
tion services and computer power. 
Applications will range from remote 
medical checkups to video, inter- 
active games, and shopping on de- 
mand. Plans are to have the system 
up and running in late 1995. NTT 


and Silicon Graphics will also join 
in promoting an open standard that 
would allow the information infra- 
structure to expand globally. 

A BETTER WERSI. Contrary to 
reports recently published in Key- 
board, Wersi is still distributing in 
the U.S. market. The German firm 
had spent a year in receivership be- 
fore its founders, Reinhart and Wil- 
helm Erich Franz, sold its assets to 
three new partners, Udo Spindler, 
Guntram Kischel, and Joachim 
Rankenhohen. Sweeping changes 
have since been instituted, with pro- 
duction farmed outside of the com- 
pany, revisions in the sales division, 
and a revamped marketing ap- 
proach. Keyboards are now the 
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ROD ARGENT 


fter more than 30 years in the musical trenches, Rod Argent 
is one of rock’s most seasoned veterans. As 2 member of the 
Zombies in the ‘60s and the founder of Argent in the ’70s, 
he contributed sizzling Hammond and electric piano to a number of 
classic singles. As subject of this month’s Session Datebook, the 49- 
year-old Argent looks back on highlights in his recording career. 


¢ The Zombies, “She’s Not There” (from History of British Rock, 
Vol. 1 & Billboard Top Rock ’n’ Roll Hits, both on Rhino). “We wer 
going to release a version of ‘Summertime’ as the first single. [Producer] 
Ken Jones suggested we write something ourselves. So, with the in- 
credible confidence and arrogance and naiveté of youth, | thought, 
‘Well, | can write something that’s better than the stuff that’s around.’ 
It reached Number 11 in England and went to Number 1 in America. 
It was the second song | ever wrote.” 


¢ The Zombies, “Time of the Season” (from Odessey & Oracle, Rhino). 
“One of my favorite songs for ages had been the Miracles’ ‘The Tracks 
of My Tears.’ I'd always thought that he [Smokey Robinson] sang, ‘It 

the close of the season to trace the tracks of my tears.’ When |! found 
out he actually sang, ‘If you look closer it’s easy to trace the tracks of 
my tears,’ | was really disappointed. So | thought, ‘If he’s not going 
to use it, then | am/’ ‘Close of the Season’ became ‘Time of the Season.’” 


e Argent, “Hold Your Head Up” (from Argent Anthology, Epic). 
“This one was basically Chris’s [co-producer Chris White's] idea. 
He had the riff; my contribution was more in the shaping of the song. 
More than anything else, | always try to put emotion into the music. 
For All Together Now [the album, now out of print], we moved studios 
from Sound Techniques to EM! [i.e., Abbey Road]; we consciously 
wanted that heavier sound. ‘Hold Your Head Up’ was a first take.” 
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© Original Cast Production, Cats (Geffen). “| thought, ‘I’m 30 years 
old. It’s time to explore some different avenues.’ | started doing loads 
of sessions, for the Who [Who Are Youl, Roger Daltrey [One of the 
Boys], and Andrew Lloyd Webber [Variations]. After working with 
Andrew, he asked me to do the first five weeks of Cats in London. 
Later, | did Starlight Express; that’s where | met Pete [drummer and 
co-producer Peter Van Hooke].” 


© Joshua Kadison, Painted Desert Serenade (SBK, cist. by EMI Record- 
ing Group, North America). “The performance is everything. If you're 
recording a singer, everything should stem from the singing. We tend 
not to build up a huge track and, at the last minute, plunk a voice 
on top of it; we try to get the master vocal at an early stage, so that 
everything being played on that track is a perforrnance that reacts 
with the master vocal, almost as in a live situation. On the stuff that 
| do with Pete, like this album, he and ! also play a lot of the instru- 
ments. That satisfies the need | have to create those kinds of parts.” 

—Ben Cromer 


main focus at Wersi, particularly 
electronic organs, high-end home 
instruments, and digital pianos de- 
signed to resemble acoustic pianos 
while retaining sequencers and other 
electronic features. 

KORG REVS UP. The folks at 
Korg bet on the right team at this 
year’s Paris-Dakar-Paris Rally. Major 
corporations traditionally invest in 
many of the participants in this an- 
nual auto race; some have sunk as 
much as $100 million into equip- 
ment, development, materials, and 
human resources for one or another 
group of competitors. Team Aoyagi, 
Korg’s choice, ran on a comparative- 
ly tight budget, with just one driver, 
one navigator, and no maintenance 
crew. Even so, they managed to win 
five out of the six races in which they 
took part and placed 12th overall 
in a field of 184 four-wheel vehicles. 
Sounds like they got their money’s 
worth, presumably without dipping 
into the R&D reserves. 


BULLETIN BOARD 


TEN YEARS OF MUSICTECH. The 
tenth annual Gand Musictech Expo 
takes place Sept. 17 at the Radisson 
Hotel in the Chicago suburb of Lin- 
colnwood, Illinois. Sponsored by 
Gand Music & Sound, the event will 
feature more than 50 displays of mu- 
sic hardware and software in five 
ballrooms, with Yamaha, Roland, 
Korg, E-mu, Ensoniq, Digidesign, 
and Opcode among the confirmed 
exhibitors. A preview party will take 
place on the night of Sept. 16. For 
details and ticket information, write 
Gand Music & Sound at 780 
Frontage Rd., Northfield, IL 60093, 
or Call (708) 446-4263. 
COMPUTERS VS. DRUMMERS. 
Tired of robot drum machine 
grooves? Well, you could hire a real 
drummer. If that seems too radical, 
try waiting for the next step in inter- 
active drum programming. Accord- 
ing to J. Devin McAuley, a doctoral 
candidate in computer and cognitive 
science at Indiana University, the last 
nail in the coffin of human drum- 
ming is just around the corner. Last 
June, before the Acoustical Society 
of America in Cambridge, Massachu- 
setts, McAuley unveiled his comput- 
er model for adaptive oscillators ca- 
pable of playing drum parts behind 
live performers at a level of interac- 
tivity previously achieved only by live 


MUSIC IN THE MYST 


HOVV A MINIMAL SYNTH/SEQUENCER SETUP TURNED THE TRICK 
ON THIS YEAR'S HI-TECH CD-ROM HIT 


ou find yourself on a small island — half a 
dozen buildings, enigmatic sculpture, a stubby 
spaceship crouched on its launching pad. 
Waves lap against the shore, and a breeze whistles 
among the trees. There are cranks you can turn, buttons 
to push, mysterious caverns to explore. What are you 
supposed to do with all this stuff? That’s part of the puz- 
zle. You've entered the world of Myst. 

This CD-ROM game (released first for the Macintosh 
but also available for Windows PC) became a best-seller 
because of its stunning computer-modelled 3D graphics 
and the simplicity of its user interface, which allows 
players to enter more fully into an alternate reality. Cre- 
ated by brothers Rand and Robyn Miller, Myst sets a 
new standard in interactive gaming. 

Music plays a lesser but important role in evoking 
the quiet, haunting mood of Myst. Many of the room 
interiors have their own themes — quirky, sensuous 
tunes that complement the moody lighting and exotic 
artifacts. Surprisingly, the Millers didn’t hire a composer; 
Robyn did the soundtrack himself. He created the entire 
score in about three weeks, working on it only in the 
evenings. During the day he was fully occupied creating 
the game's graphics. “Growing up,” he recalls, “| 
switched back and forth between music and art. I got 
more into the art end of things when it became my job. 
| still love music, but | haven’t had much time for it.” 

Big recording studio? No, the whole score was done 
on an E-mu Proteus MPS synth, with Passport Master 
Tracks Pro as the sequencer. Not even multitrack tape 
was employed; what you hear in the final game came 
directly out of the sequencer and the Proteus. “When 
it came time to do this project,” Robyn reports, “frankly 
| just didn’t know what was out there in the way of 
equipment — I still don’t, because it’s not something 
| have time to do a lot of research on. But it seemed 
to me that | had a ton of power just with that setup.” 

Robyn advocates doing game soundtracks as audio 
rather than General MIDI data. “When you use the 
audio,” he explains, “you have a lot more control. 


Named after Jules Vernes’s 
Mysterious Island, Myst is 
a multimedia experience 
second to none. 


What scares me about using MIDI 
data is, what kind of device is the 
person going to have to listen to it?” 

He’s willing to sacrifice audio 
quality to retain that control: Most 
of the music in Myst was stored on 
disk in 8-bit format with an 11kHz 
sampling rate — and at certain spots, 
crackling distortion is very audible. 

“It bothers me that I’m the only one 

who has ever really sat and listened 
to the music,” he admits. “There’s a lot 
more that | did with that music that no one will ever 
hear. In the opening theme, there’s a hi-hat track that 
was completely lost.” 

Robyn sees similarities between scoring a game and 
scoring a movie — but he sees differences too. “Ina 
movie you can manipulate the person’s emotions so 
well, whereas in an interactive game environment the 
person does what he or she wants to do. You want the 
music to work so that no matter what they do, the music 
will go along with it. If they walk out of a room, the 
music fades out and stops behind them, and they don’t 
really notice it that much. The music doesn’t come on 
with a bang, it’s just there. It creates a mood, but not 
an overwhelming mood. I’ve heard a lot of CD-ROMs 
where the songs and the melodies are so prominent 
that it takes away from the nonlinear feel of the game. 
The music in Myst doesn’t have any big rum-pum-pum, 
you know, recognizable parts that stand out. 

“There are so many talented musicians out there 
— | hear from new people all the time who can write 
good music. And I’m a little surprised that more mul- 
timedia developers haven't found these good com- 
posers. It seems that most of the music all sounds kind 
of the same. Either it's real rock-and-roll, heavy-metal 
sounding, or it’s sci-fi sounding. | haven’t been real 
ultra-satisfied with any of the music that I’ve heard 
on other CD-ROMs.” 

Currently Robyn, his brother, and their development 
team at Cyan are hard at work on the sequel to Myst. 
They've replaced their aging Macintosh imaging system 
with new machines from Silicon Graphics, and they’re 
grappling with problems like how to make an anima- 
tion of a trickling stream look realistic from a dozen 
different angles. The music will come later. When we 
spoke to Robyn, he wasn’t even sure yet whether he'll 
be doing it himself. 

Gee, maybe | should send him a demo tape. 
Nah — I'd rather wait and see the game when it’s 
finished, so I can play it without knowing how to 
solve the puzzles. —Jim Aikin 
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drummers. He ran his model 
through tests similar to those used 
to measure human response to 
rhythm, and found critical similar- 
ities: Like real people, the McAuley 
program had a “preferred” tempo, 
grew more sensitive to variations 
with regular than irregular rhythms, 
and tended to overestimate short in- 
tervals and understimate long inter- 
vals in sound. These results, he ex- 
plained, made it possible to build 
a system of adaptive oscillators, 
each set to a different preferred 
tempo, that could track and play 
around input from live players. 
“Some oscillators would entrain to 
what could be called the beat,” 
McAuley said, “while others would 
discover larger metrical units, such 
as the measure, [to create] a sense 
of how rhythm might emerge from 
the collective interaction of a pop- 
ulation of ‘neural’ oscillators in the 
human brain.” Maybe so, but we 
see a folk legend coming together, 
with McAuley’s system booted and 
ready to rock in one corner, and 
John Henry behind a set of traps 
in the other. 

THE LEGACY OF IVOR DAR- 
REG. Ivor Darreg passed away ear- 
ly this year. Known also for building 
a “justifying” organ in the ‘60s and 
an electronic keyboard oboe, Dar- 
reg was particularly interested in al- 
ternative tunings. Through his ef- 
forts, a network of like-minded 
composers and scholars, called the 
Xenharmonic Alliance, was formed. 
This union of microtonalists, just in- 
tonationalists, and experimental in- 
strument builders is now expanding 
its activities as a memorial to Dar- 
reg: A member database is being 
assembled, with plans to ship it to 
members twice a year, along with 
news of compositions, published 
articles, and other accomplish- 
ments. Also, plans are being con- 
sidered to store graphics on hard 
disk for lecture/concerts on alter- 
native tunings. If you’re interested 
in finding out more about Darreg 
and the ongoing activities of his or- 
ganization, write the Xenharmonic 
Alliance c/o Gary Morrison, 13036 
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GHOoSTWRITER 


READIN’ TO THE BEAT 
WRITIN' TO THE RHYTHM 


magine a starry-eyed 16-year-old tearing open 

the manual of his newly-bought used Korg 

M1 and reading: “Data is transmitted serially 
over the cable as a stream of 0’s and 1's at a rate 
of 31.25 Kbaud. Data transmission is controlled 
by a Universal Asynchronous Receiver/Transmitter 
integrated circuit. An opto-isolator at the receiving 
end provides electrical isolation. . . .” 

Tough going, even for those who’ve mastered 
the three R’s. For the illiterate, it’s just a hint of 
nightmares to come. Fortunately, a PBS television 
show is helping to decipher the mystery of reading 
in cadences that kids can understand. 

GhostWriter aims its educational efforts at ur- 
ban children aged six through twelve, and music 
is one of its main vehicles for encouraging kids 
to learn. “We felt instinctively that music would 
be an important asset in capturing new viewers, 
enhancing the drama, and holding kids’ attention 
while the literacy unfolds onscreen,” says executive 
producer Liz Nealon. 

One of GW's main characters is Lenni Frazer 
(Blaze Berdahl), a 12-year-old girl with a passion 
for rap. In one four-program segment, Lenni gets 
the GW team to help her construct a video. View- 
ers watch her keep a lyric book, write original 
songs, and perform. Composer Peter Wetzler ex- 
plains, “In watching Lenni compose songs with 


a synthesizer and computer keyboard, the audi- 
ence is seeing the future of musical composition 
via MIDI sequencing.” 

Wetzler scores GW in his home studio, a con- 
verted church in upstate New York. Using Digital 
Performer and other Mark of the Unicorn software 
to drive a Yamaha SY99, a Kurzweil K2000S, 
Emu’s Proteus/3 World and Procussion, and 
Roland’s JV-880 and S-770, along with other 
synths and samplers, he constructs “learning 
grooves,” or short urban dance riffs that accom- 
pany “literacy” scenes of the GW team reading 
and writing its way through each story's mystery. 
In a recent show, a member of the team wrestles 
with a drug problem. The motif for this story line 
appears in bits and pieces, building to a play- 
ground scene that juxtaposes bad habits and worse 
paybacks as the theme evolves into a power ballad 
sung by Dee Snyder. Aural tidbits from sources 
as diverse as Korean folk music, Nigerian juju, 
jazz, and hip-hop serve as building blocks for each 
episode’s music. 

Above all, a respect for his young audience 
guides Wetzler, who insists on “not writing down” 
to GW viewers. “Kids today are exposed to a so- 
phisticated pallette. It’s important to feed them 
a range of styles and not pigeonhole them or their 
parents.” —Kymm Serrano 
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Staton Dr., Austin, TX 78727-4513, 
or call (512) 832-0133. 

DIGITAL MYSTERIES. Brook- 
lyn’s Basement Recordings contin- 
ues its program of free music 
technology instruction on Aug. 13, 
when it hosts a seminar on digital 
music production and media inte- 
gration. The ongoing series, titled 
“Capturing That Which Has Never 
Been Captured Before,” tackles 
such topics as MIDI, 3-D modeling, 
interactive computing, and multi- 
media for students at all levels of 
proficiency, beginner to pro. To take 
part in this or any other session in 
the cost-free program, contact Ter- 
rance Tom at Basement Recordings, 


348 E. 51st St., Brooklyn, NY 
11203, or call (718) 485-7120. 
THREE TO GET READY. ... 
America’s first three-piano rock 
and roll bar opened its doors last 
June. Located in Orlando, Florida, 
Blazing Pianos is dedicated to 
rock’s great piano bashers. Visitors 
enter through an abstract piano 
that stands 17’ wide by 12’ tall, 
then pass through a hall festooned 
with concert shots and framed al- 
bum covers that celebrate the likes 
of Jerry Lee Lewis, Billy Joel, and 
Elton John. Classical and jazz pi- 
anists are remembered in an ad- 
joining room, whose decor in- 
cludes original sheet music, books, 


78s, and a white baby grand with 
a number of keys autographed by. 
well-known players. In the main 
room, a 45’ bar is done up to re- 
semble a player piano, with 13’ 
musical notes and a glass top fash- 
ioned to resemble a lighted key- 
board. Each of the three pianos on 
the club stage is painted fire-en- 
gine red. Music is nonstop, with 
more than a few versions of “Great 
Balls of Fire,” “Crocodile Rock,” 
and “Piano Man” on the menu. 
Admission is $5 Monday through 
Thursday, $7 on Friday and Satur- 
day, and free on Sunday. For direc- 
tions, call (407) 363-5104, or fax 
(407) 352-3640. 
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I put the yoU 


in oe vy 
—— 


ere’s a familiar scenario: 

A young performer 

signs a record deal. Af- 
ter handshakes and backslaps, the 
label executives turn to the artist’s 

lawyer and says, “Dan, we're looking 
for a great new (insert the genre) act. 

Know anyone?” Therein is the start 

of the next big signing. 

There’s no denying the im- 
portance of music attor- 
neys. The right one will give 

you a fighting chance in a 

es cutthroat industry. The wrong 

= Tone Gd tie up your Career, your money, or your options for years 
_ tocome. So how do you find the one that’s right for you? 
Spot the Losers. First, rule out the wanna-bes and outright phonies. 
_ A lawyer once told me he was an entertainment attorney because 
he played piano and did a few contracts for a guy who sold hot music 
_ gear out of the back of a truck. Beware the lawyer who dabbles in 
entertainment law. Beware the lawyer with outdated credentials: “| 
was the guy who broke Donny Osmond’s career.” If he or she hasn’t 
been in the thick of this business lately, chances are there is good 
reason for it. Similarly, beware of the attorney who has no experience 
with the type of deal you want. One who specializes in publishing 
in Nashville may not have the background to write a great contract 
_ for a rap artist's first deal. 

_ Along with being qualified to handle your needs, an entertainment 
attorney must also be interested and available. You'll need someone 
who believes in your talent and market potential. They must have 
the guts to tell you when your latest demo has flaws or when your 


“B Fisuy ENTERTAINMENT > 
ani LAWYERS ute 


A FINDER’S GUIDE. 


contract demands are excessive. They must be wil ling to return your ee 


phone calls within a reasonable amount of time. Having a famous ae 


name as a lawyer does you no good if he or she is too busy to finish = 


your contract on time or to answer your questions. 


Find the Winners. Now that you have a better idea of who you'r ee 


looking for, how do you track him or her down? Cold calls to high- 
powered lawyers will generally lock you into screening-and-hold 
hell. If you are a newcomer to the business, begin by contacting 
your local arts organization or the Volunteer Lawyers for the Arts; ee 
to find the nearest chapter, call their Art Law Line at (212) 319- = 
2910 or write the national office at 1 E-53rd St. 6th Floor, New — a 


York, NY 10022. 


Meaningful contacts give you even a better a to start. Repin eee 
your call with the appropriate references: “Phil Collins’s MIDI tech- 


nician referred me to you.” Succinctly explain who you are and what ee 


you want. Find out what you need to know to determine if this i ae 
the lawyer you need. If he or she is, follow up professionally by sending eae 
along your press kit, demo, résumé, and whatever else will prove ae 
that you have something to offer. Then see what happens. If this lawyer 
is too busy or not interested, don’t let him or her get off the phone 


without referring you to someone who may be a better match for ' your oo ; 
needs. Then continue your screening until you find the right com- _ 


bination of interest, skills, and availability. The process may take months Ls 
and involve countless phone calls and false starts. It’s like finding 
your perfect mate: incredibly frustrating while you're ee meses 


truly rewarding once you’ve succeeded. 
Sounds like a lot of work? It is. But isn’t your music went it? 


Daria A. Marmaluk-Hajioannou 


Daria Marmaluk-Hajioannou is a working musician who performs — 


a mixture of original, folk, and ethnic music. She also writes and = : 


lectures on how to succeed in the music business. 


NEED A DISTRIBUTOR? Call 
your auto mechanic. No, wait — 
pick up a copy of Disc Makers’ 
Directory of Independent Music 
Distributors. This 16-page booklet 
lists more than 350 contacts who 
can help place your CDs and cas- 
settes in stores nationwide. In ad- 
dition to addresses, phone num- 
bers, and fax numbers, you'll find 
helpful homilies scattered 
throughout the directory: “Always 
be polite and professional,” “Al- 
ways be honest about your ac- 
complishments and sales history,” 
“Always change your oil every 
thousand .. .” oh, never mind. 
Copies are free through Septem- 


ILLUSTRATION: PETER BENNETT 


1, 


ber to all who call (800) 468-9353 
or (215) 232-4140. 

MUSIC TECH MAJOR. Red 
Wing Technical College offers a de- 
gree in repair and maintenance of 
electronic musical instruments. The 
curriculum for certification as an 
Electronic Music Technician in- 
volves hands-on work with synths 
and samplers, sound systems, am- 
plifiers, MIDI equipment, guitars, 
and other gear, both current and 
vintage. Courses in technical writ- 
ing, computers, and basic electricity 
are also required, although perfor- 
mance instruction is not. A diploma 
or associate degree in applied sci- 
ence can be awarded after as little 


as two years of study. Information 
on tuition, financial assistance, ap- 
plication procedures, and other rel- 
evant concerts is available from Red 
Wing Technical College, 308 Pio- 
neer Rd., Red Wing, MN 55066; 
phone (612) 388-8271 or fax (612) 
388-6368. 

ANALOG IN AUSTRALIA. 
Founded by five Australian syn- 
thesists in 1992, Clan Analogue 
is now an international collective 
dedicated to innovation in elec- 
tronic music. Though based main- 
ly in Sydney and Canberra, the or- 
ganization includes 50 members 
and 250 correspondents, who 
communicate through monthly 
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meetings, Communication net- 
works, and a house magazine, 
Kronic Oscillator. \ts activities in- 
clude promoting live performance 
and producing EPs that feature 
members’ work; upcoming releas- 
es include a video, a free multi- 
media PC demo, a double CD set, 
a range of cassettes, and, further 
down the line, CD-ROM projects. 
Membership costs $30 Australian 
per year. Write to Clan Analogue 
at Box E384, St. James NSW 
2000, Australia. Information is 
also available via E-mail at 
clan@droid.apana.org.au or 
clan@f634n.712.z3.fidonet.org. 


—+) 


Introducing the Roland S-760 Digital Sampler, 
a professional sampler for the kind of cash mere 
mortals actually have. A single rack space digital 
powerhouse that does virtually everything kazillion 
dollar units do and more. Including 48kHz stereo 
sampling, built-in digital EQ, multi-mode filters, 
extensive wave editing and everything else you 
would expect from a Roland sampler. 

And right out of the box it’s ready to use as a 


32-part multitimbral musical instrument or a full- 


lf you don 
quite ready 


th 


fledged studio production tool. With its 
diversity of sounds and 
infinite sonic 
possibilities, 
unsurpassed 
fidelity and 
sound manipula- 
tion capabilities, the 
S-760 will open up new 
worlds of sound, even if 
you already have a full 
rack of synths. 

We should also mention 
that the S-760 can be expanded 
to 32 megabytes of memory, 


providing a total of more 


than three minutes of stereo sampling time at 
full bandwidth. 

And the built-in SCSI interface lets you plug in 
virtually any storage device, including CD-ROM 


drives, hard disks and removable optical disk drives. 


Edit your sounds with monitor and mouse. 
Our large high-res LCD makes it easy on the 
eyes when you're editing without an external 


monitor. And with the optional OP-760-01 Board, 


t think youre 
for a sampler 


you can connect the S-760 to either a dedicated The Option Board expands the S-760 with lots 


monitor or your ordinary color TV, and use a of advanced functions like S-video, RGB and 
mouse for point, click and drag editing. View and composite video output plus digital I/O, transform- 
access all editing operations such as loop, time ing the S-760 into the ultimate high-end sampler. 


stretch and cut/splice functions in an intuitive, 


easy-to-use graphic environment without having to All the sound in the world at your fingertips. 


use an external computer with dedicated software. The S-760 gives you immediate access to the 


vast Roland 700 Series CD-ROM library, the fastest- 


growing sound library in the world. And 
it comes with a 600 Mbyte CD ROM 
Preview Disk that’ll get you started right 
away. Its standard SCSI port accepts up 
to seven SCSI devices, letting you play 
thousands upon thousands of meti- 
culously recorded CD-ROM samples 
from around the world. Like Roland’s 
Sample Archives, Project Series, 
Composer Series and numerous third 
party sources. The S-760 can even load 


data from the S-550 as well as convert 


programs from Akai® S-1000/1100 data. 


Five bucks says you're ready for 

a sampler. Put down this magazine, 
pick up your phone and call (800) 386-7575. 
Ask for our $5 Sample Archives Demo Disk II 
audio CD and our new CD-ROM catalog 
of Roland and 3rd party sounds. Better 
yet, put down this magazine and get to 
your nearest Roland dealer for a 

real-time demo of the S-760 

Digital Sampler. Then you'll 

know what we’ve known all along. 


You're ready. 


Roland 


Roland Corporation U.S., 7200 Dominion Circle, Los Angeles, CA 90040 (213) 685-5141 
Roland Canada Music Ltd., 5480 Parkwood Way, Richmond, B.C. V6V 2M4 (604)270-6626. COMPUSERVE?®: A: Lays 72662,376 
All trademarks are registered by their respective companies. 


rn On. Play 


but you don't need all those pro-level features, then you should 


get into Cakewalk Home Studio™. 


Cakewalk Home Studio is a great way to start exploring the world 


of music and computers. 


Once you turn it on, you'll find many of the 
essential recording and editing tools that are 
part of the award-winning Cakewalk 

Professional™ software. 


alejal= 


Cakewalk Home Studio has everything you need to start 
creating music with your PC: 256 tracks; Staff, Piano 
Roll, and Event List views: a 16-track Faders view: and 
high-quality notation printing. 


The Home Studio edition also plays back digital audio 
wave files on Windows-compatible sound cards. So you 
can add sound effects or voice directly into your MIDI 
sequence, 


And when you think you're ready, expand your MIDI 
experience by upgrading to Cakewalk Professional. 
Although its a more advanced sequencer, Cakewalk 
Professional includes all the views and commands found 
in Home Studio. So making the move to the 
Professional edition will feel natural. 


Its that simple. If you want a great MIDI sequencer for Windows, 


In. Print Out. 


Cakewalk | 


¢ 256 tracks 

* Real-time and step recording 
¢ Track/Measure, Piano Roll, Event List, Stalf and Controller views 
¢ Faders for volume, pan, and reverb 

¢ Drag-and-drop editing 

¢ Event Filters for criteria edits 


* Graphical tempo map 
* Meter/key map 

¢ Markers for organizing song parts 

¢ Plays wave files on Windows sound cards 

¢ Displays General MIDI, other instrument patch names 
* Prints up to 16 staves per page 


Sey 


Multimedia PC 


ltiple tracks ; 


So drop into your local music or computer store, and tell 
them you want to get started with Cakewalk Home 
Studio. For the name of an authorized Cakewalk dealer 
near you, call Twelve Tone Systems at 


Demo pack for just $5. Call today and get a free copy 
of the Twelve Tone Systems customer newsletter, 
QuarterTone, while supplies last. 


Twelve 
Tone 


S Feces Ve Be ae oS 
P.O. Box 760, Watertown, MA 02272 


Cakewalk, Cakewalk Home Studio, Cakewalk Professional and Twelve Tone Systems are 
trademarks of Twelve Tone Systems Inc. Other products mentioned are trademarks of 
their respective manufacturers. 


CREATIVE OPTIONS 


ET’S GET PRACTICAL, OR 
at least my brand of it. 
Odds are (considering 
where you are reading this) that 
you either write songs yourself, 
or work with people who do and 
are sure you could do better, or 
are strongly contemplating writ- 
ing the greatest song ever, some- 
day real soon now just as soon 
as you get around to it. Whichev- 
er it is: Good. Anybody who can 
enjoy something has the innate 
capacity to do it, and that means 
there are millions of silent people 
out there who could be giving 
voice to the songs in their hearts 
with just a little encouragement. 
Consider me a cheerleader 
for the next few months, then. 
Those heart-songs deserve 
every chance they can get. 
| have some tips, observa- 
tions, anecdotes, and tricks to 
pass on that might help. 
There is only one rule: For- 
get about being an “artist.” Or, 
at least, forget any of your pre- 
conceptions about what an artist 
is. Whether you love or hate the 
images in your head that are as- 
sociated with that term, they are 
heavy cultural baggage and 
will hold you back. One pole 
of the spectrum — people 
who think “artists” are special 
and different and more gifted 
than the rest of us — will be 
held back from trying by their 
own self-incriminating judg- 
ments. The other pole — people 
who think they already are artists, 
and artists are special and different and more 
gifted, etc. — will fail because sheer elitist snob- 
bery won't let them break a real creative sweat. 
| believe the path to great songwriting lies 
first ina commitment to songwrighting. Wright 
as in wheelwright, and plowright, and yes, play- 
wright, the one form of writing which has always 
and unabashedly admitted it is about structure 
as much as expression. This is a path of humble 
and enduring craft, not self-proclaimed “art.” 
It’s a good path. It will get you to a satisfying 
place if you devote yourself to it with everything 
you have to give. 
It is highly likely (again, considering where 
you are reading this) that you have or plan to 
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SONGWRIGHTING 1: TAKE A HIKE 


edainag shee 


have some kind of 


home recording setup. 

Obviously this can be an invaluable tool to a 
songwright. There are few bigger boosts to cre- 
ative music-making in any form than having 
round-the-clock access to good working tools 
in a comfortable environment that you aren’t 
paying for by the hour. If you already have a 
home studio, you know the truth of this. If you 
are just putting one together, you'll quickly find 
out. The perfect distance between inspiration 
and realization is no distance at all, and as- 
suming you have some instrumental chops, then 
having a home studio almost closes the gap. 

Here's the catch. Inspiration is fleeting. 


In theory, if you’ve got a home 
studio and a musical idea all you 
have to do is turn on the power 
and go to it. But theory has this 
way of glossing over real-world 
details. By the time you've turned 
everything in your studio on, set 
the volume levels, loaded sounds, 
set programs, adjusted microphones, 
booted software, and plugged in the 
gear that you forgot you’d unplugged 
last session . . . well, that sparkling 
vision in your head could be getting 
pretty cloudy. It could even be com- 
pletely gone. (This assumes that you 
are working solo. Don’t imagine that 
things are better in a collaborative 
environment. While songwrighting, 
each player added to the game in- 
creases the possibility of useless chaos 
almost exponentially.) 
Of course, you could just never 
leave your studio. You could sit there 
poised to leap on each new idea as 
it comes along, have your meals de- 
livered, sleep on a cot, and risk only 
the briefest of expeditions to the 
bathroom. It sounds like San Quentin 
with audio cables to me, but never 
mind that. Even were such an ex- 
treme approach practical, it would 
be awfully limiting in the creative 
sense. Ideas come from the damn- 
dest places; if you want to craft songs 
that are alive, you've got to go out 
and actually live. 
Which means leaving your studio 
behind. Doesn't it? 
Nope, not necessarily. Not if you 
do it right. 
The first thing to do in figuring out 
how to open up the border between your 
recording environment and the rest of the world 
is to consider your own favorite working method 
(or methods). When you write a song or try to 
work out an arrangement for it, what’s your ap- 
proach: Do the words come first for you? The 
rhythm? The chords? The melody? Is it no one 
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Connor Freff Cochran is happily busy with a 
new partnership and new projects, including 
forays into that strange place called Hollywood. 
If you are interested in more of his explorations 
into creativity and life, just write c/o Crossing 
Point, 47 Lafayette Circle, Suite 180, Lafayette, 
CA 94549, and ask for a free copy of Connor's 
Creation newsletter. 
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And hee thought you 
_ had enough 
Percussion samples. 


Synclavier 
Sampler Library 


ytes of new Timp: ed 
p . Drum Electric Bass. 
Industrial. Over 2000 samples on two CD-ROM 
discs. Purchase one for $187, both for just $369. 


Synclavier 
Sampler Library 


as | 
AE iynclavie 
mM inpler Library 
eects A 


For SampleCell, Akai. and Roland samplers, 
On CD-ROM. Just $187 to $399 per disc. 
Call 800/747-ILIO for information. 


PO Box 3772 * Chatsworth, CA 91311 * 818/883-4546 * FAX 818/883-4361 
All trademarks are property of their respective holders. Loops by Infinity™. 
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CREATIVE OPTIONS 


thing, but some mix of all these component 
parts? Do you normally find your way from first 
principles (I’m going to write a song about the 
decline in the use of Swedish marmosets for 
stylish evening wraps), or do you prefer to work 
by instinct and happy accident (You know, this 
riff sure makes me think of marmosets. . . )¢ 
Once you've thought these matters through, 
and know your own leanings, you can apply 
that knowledge productively. 

The second thing to do is to keep your mind 
moving. Literally. 

For example, if words are your primary thing 
as a songwriter, you don’t need all that much: 
A pad, a trusty felt-tip, a day’s worth of bus 
tokens, your own wide-open eyes and ears. 
Maybe a camera for those visual gestalts that 
words don’t do justice to. But that’s it. Load 
up those things and take a hike. Go crazy. Go 
walk the streets and fields. Try new experiences 
and write down your reactions and the reac- 
tions of those around you. Drink in the world 
and spit it out again in words. Watch other peo- 
ple closely: To paraphrase the old TV show, 


there are a million songs in the naked city, and - 


that guy standing in front of you in the elevator 
might be the one that goes platinum. 

By way of example, here are just three of 
the many things that inspired songs for me 
while | was living and walking in New York. 
(1) In the West Village there is a headshop 
awning that says, in big letters, EARS PIERCED, 
and in smaller letters, WITH OR WITHOUT 
PAIN. (2) Overheard party conversation — “Oh 
Gawd, him. He’s as subtle as a brick in a souf- 
flé.” (3) The ancient black drunk who weaved 
his way down the center of the subway car, 
loudly announcing to all us passengers with 
our averted avoid-the-beggar eyes that he was 
going to show us why he “would be the next 
sensation of the nation,” then shuffled weakly 
back and forth while he performed a painfully 
tuneless improvisation from the words on a 
scrap of newsprint he held in his hand... and 
finally left the car at the next stop without ever 
asking anyone for a dime. 

| grant you that such words and scenes are 
pretty easy to carry home to your studio. But 
what if it’s melodies or rhythms that drive you, 
either with or without words? The key trick to 
songwrighting is still to capture them as you 
go. Since pad and pen are insufficient — you 
could be the Florence Griffith-Joyner of music 
notation and still risk missing out on some crit- 
ical nuance — the answer is to get yourself 
a good battery-powered pocket recorder. It 
should be small, light, and durable, with a built- 
in microphone that is both good and highly 
directional. There is little in life as annoying 
as coming back to the studio and finding that 
those inspired lyrics, concepts, melodies, and 
beat patterns you came up with are drowned 
in a sea of tape hiss and background noise. 
Your recorder should also be reasonably cheap, 
so you Can replace it easily if lost or stolen. 
Avoid units with voice-activated recording! 
That's one of those switches that somehow al- 
ways seems to get thrown by accident just be- 


fore you want to record some drum part with 
lots of spaces. 

Once equipped with a decent portable tape 
recorder, your “studio” is with you every mo- 
ment of the day; all you have to do is use it. 
If you've never tried it, you might be amazed 
how complicated a conception you can get 
down on tape without any instruments at all, 
using only your voice and hands and feet. 

Pack a pad. Take along a tape recorder. Sure- 
ly, you are saying, these are obvious tricks? Not 
really. If they were obvious, every real and 
would-be songwright in the world would carry 
these useful tools as automatically as car keys 
and a wallet. Instead most of us tend to rely 
on our memories, augmented by the occasional 
blurry note scrawled on palm or napkin. That 
isn’t enough. Palms smear. Napkins get left be- 
hind or lost. And human memory is a wonderful 
but unreliable thing; there’s no guessing what 
will stay logged in it, or why. For every brilliant 
line or beat that makes it all the way home, there 
are hundreds, equally wonderful, which wind 
up lost in the gray matter forever. 

On the other hand, just carrying these note- 
taking tools isn’t enough. Neither is making 
yourself use them. What you have to do is use 
them with an eye towards using them again in 
your studio. 

That's a crucial distinction. Here are some 
pointers to make the concept clear: 

Don’t edit yourself while taking notes. Get 
it all down, every bit of it, without value judg- 
ments; there will be time to get picky later. 

Give yourself a context. You won't necessarily 
remember everything that is relevant, hours later 
and miles away, especially if you’ve collected 
a lot of material in your conceptual fishing trip. 
So whenever you've finished capturing an idea, 
any idea, always add some additional notes 
about what triggered the idea, and why, and how 
the whole process felt. | got in the habit of noting 
down exact locations and times of day, so | could 
return, if necessary, to reconstruct anything that 
had become shaky in the interim between in- 
spiration and execution. 

Give yourself the same cues you like to use 
when recording. A countoff is a countoff is a 
countoff; the first time you try to after-the-fact 
transcribe a rhythm idea without one, you will 
be sufficiently annoyed at yourself not to repeat 
the mistake. 

Make sure you leave a little working space 
around your notes. This trick helps with written 
notes by leaving you room for later impressions 
and for adding things you forgot to put down 
in the first place. (Prowl your stationery store 
for a stenography or accounting pad with a 
wider left margin than normal.) As for building 
space into your taped notes, that helps make 
transcribing and cataloging go easier. 

Finally — and most importantly — don’t 
let your conceptual catch sit on a shelf. When 
you come back to your studio after time in the 
real world, pull out your notes and use them 
as quickly as you possibly can. It’s one thing, 
having broken the boundaries in search of in- 
spiration, to make sure you don’t lose that in- 
spiration’s beauty; embalming the poor thing 
is quite another. 
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reality 


“Body and Soul,” Mulgrew Miller 
& Julian Joseph. 

As Andy LaVerne noted in last 
month’s Keyboard, standard tunes 
offer insight into an artist's creative 
process. The case is made on two 
versions of “Body and Soul,” 
played by two outstanding young 
jazz pianists. On his new album, 
With Our Own Eyes (Novus/RCA), 
Miller sticks close to the structure 
and mood of the song, but builds 
tension through extended bitonal 
passages and one significant 
rewrite: The chords in the last eight 
bars of each verse begin on the ton- 
ic (as composed, this section starts 
on the IIm) and follow a descend- 
ing sequence of minor thirds in the 
bass. The trio setting leaves room 
to ruminate, but the absence of a 
horn, coupled with Miller’s reluc- 
tance to refer to the melody, creates 
an impression of artful yet unsat- 
isfying variations in search of a 
theme. Julian Joseph works differ- 
ently on his second CD, Reality (At- 
lantic Jazz): The theme is clearly 
articulated by saxophonist Jean 
Toussaint, with the chromatic line 
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in the fourth bar emphasized by the 
addition of an extra measure. This 
lets Joseph concentrate on harmon- 
ic extension in the background; 
when he takes his solo, a slow-mo- 
tion swing feel propels him through 
points of tension and release, in- 
cluding a quick upward smear. 
Though you can read too much 
into this sort of thing, “Body and 
Soul” seems to expose Joseph as 
a player of dramatic gesture, while 
Miller works at a more cerebral lev- 
el of harmonic exploration. Orig- 
inal compositions, well played, fill 
out the rest of each album, but this 
one shared title is the best yardstick 
by which to measure the two pi- 
anists’ comparative strengths. 


Rick Wakeman, The Official Boot- 
leg (Griffin Music, Box 664, Lom- 
bard, IL 60148). 

In fact, this is a Wakemen double 
CD, featuring the live synth histri- 
onics of Rick and his son Adam. 
On disc, at least, it’s hard to tell ‘em 
apart. As bassist Alan Thomson and 
drummer Tony Fernandez mark 
time in the background, Wakeman 
per et fils apparently toss solos back 
and forth in that nimble, cleanly- 
articulated style that Dad trade- 
marked years ago. Clearly, they're 
cut from the same fine cloth. But 
even a few hard-core Wakemanites 
may find themselves asking, an 
hour so into the action, whether a 
double dose is more potent than 
a single shot. There’s a lot of classic 
repertoire here, and by the time we 
weathered The Myths and Legends 
of King Arthur & the Knights of the 
Round Table and had waded deep 
into Journey to the Centre of the 
Earth, the wisdom of the old saw 
“less is more” was beginning to 
sink in. For all his talent and im- 
portance, Wakeman can be an ex- 
hausting player. On Journey, the 
sixteenth-note runs and triplets nev- 
er seem to stop; through chord and 
textural changes, they dash on and 


on and on. There’s hardly any 
pitch-bend or modulation or syn- 
copation; even rests are scarce. 
Sustained by an admirable en- 
durance, Rick and Adam seem to 
have mastered the art of soloing 
forever with practically no refer- 
ence to a theme. This can work in 
smaller forms — over a verse or 
two, for example. But this sort of 
marathon taxes the ears, crosses the 
eyes, and tests one’s tolerance for 
the excesses of prog. 


HAROLD BUDD 
Tm Seems s 


Harold Budd, She Is a Phantom 
(New Albion, 584 Castro #515, San 
Francisco, CA 94114). 

The sound of one note is often all 
you need to tell who the guitar play- 
er is: Clapton, Harrison, Beck, that 
annoying kid in the garage down 
the street. It’s trickier with pianists, 
whose instruments can’t be so easily 
personalized. Budd is one of the 
few who has his own sound — a 
hushed, spectral timbre, shrouded 
in reverb and played from some- 
where far away. In these 18 short 
pieces, a variety of contexts brings 
out an even greater luminescence 
by bathing this sound in unusual 
lights. Budd’s piano shares space 
here with the Zeitgeist quartet. A 
semi-unison clarinet and glocken- 
spiel line on “Handsome . . .” floats 
over spare synth bits, while Budd 
plays dark quarter-note chords in 
the background; together, the artists 
achieve more of a three- 
dimensional effect than Budd some- 
times does on his own projects. The 
moody titles (“Emboldened/my 


dreams perish,” “I blink and she’s 
gone,” “She's by the window,” “And 
then | alone am alone”) mirror the 
wistful, ambient, occasionally min- 
imalist, vaguely ecclesiastical as- 
pects of the music. It’s a formula 
that Zeitgeist understands; their 
contributions illuminate rather than 
obscure this aesthetic. Picture a 
portrait, faded by time, in an old 
gilded frame. Behind drawn drapes, 
thunderclouds darken the horizon. 
That’s Phantom. 


Dave Brubeck, Roland Hanna, 
Dick Hyman, Jazz Sonatas (Angel). 
On this collection of classical 
pieces written by three noted jazz 
pianists, Hyman alone reflects a 
compositional skill that’s some- 
where in the realm of his gifts as a 
player. His Sonata and The Mino- 
taur, both written for violin and pi- 
ano, integrate sophisticated 
melodies into dynamic linear struc- 
tures; especially in the improvisa- 
tional passages of The Minotaur, he 
juggles elements of jazz, chamber 
accompaniment, and even klezmer, 
as if such cross-breeding was a hall- 
mark of Western musical discipline. 
Alas, the rest of these Sonatas belie 
this notion. Brubeck’s Quintet 
Sonata is a well-crafted but weary- 
ing exercise, whose repetitive 6/8 
motifs for more than 11 minutes in- 
duce a king of sing-songey stupor. 
Hanna’s Sonata for Chamber Trio 
and Jazz Piano is encumbered by 
trivial thematic material and an un- 
graceful orchestration, unredeemed 
by the composer's own spirited per- 
formance; some passages, such as 
the aimless call-and-response be- 
tween French horn and cello in the 
“Andante Con Moto” movement, 
seem drawn from the Peter Schick- 
ele book of idiomatic satire. Hanna 
does shine in Impromptu, an ex- 
temporized duo with Hyman, but 
this only proves that skill in one dis- 
cipline doesn’t necessarily guaran- 
tee success in another. 


FAST FORWARD 


fcttes hen he’s bouncing four 


_back and forth with a player of 


Gatton’s pee! 


a se ees Combat £ Shock 


___(Sub/Mission, dist. by Cargo 
_____Records, 4901-906 Morena 
™ Blvd. 5an Diego, CA 92117. 
3432). Behind vocalist Ane H.'s 


to, Fairlight colorist Nicky 


Skopelitis, Bill Laswell, and per-_ 
cussionist Atyb Dieng lay down _ 
the groove as adventurous pianist 
Yosuke Yamashita adds jazz to. 


Various Artists, Asian Games CL 
(Verve Forecast). Ryuichi Sakamo- 


snarling and gargling, STR kicks 
nasty but imaginative sequences. 
Power guitar samples dominate, — 
but the occasional horn stab, light — 
drum hit, or even shuffle beat 
adds an element of ohn cca [- 
us to the din. | 


the culture-jumping mix. A col- &F 


lective approach puts a cap on- 
solo fireworks but leaves the whe 


prone oddly unfocused. 


Keiko Matsui, Doll (Unity, 1541 


Ocean Ave., Ste. 200, Santa 


Monica, CA 90401). As on her _ 
previous releases, Matsui slips 
_ into derivative momentshereand © 


there. Still, her solos are solid, her 


_synth work clean. Even while 


copping a Weather Report groove 
on the title track, she digs in with 


authoritative licks that threaten 
to knock the song out of MOR - 
and into jazz territory. Doll i is her 


strongest album Cc 


Susumu Yokota, The poe 
Tokyo Connection (Planet Earth, 
6634 Sunset Blvd., Hollywood, . 


CA 90028). A meee exercise 


in dance groove overkill. The 
dental-drill synth textures pre-_ 
clude trancing out, the se- | 
quenced rhythms break no new | 
ground, melodies are virtually 
nonexistent, musical substance 
is vaporous as white noise. An 


inviting target for those whose 


game involves tee modern 


electronic music. 


Danny Gatton & Joey De 
Francesco, Relentless (Big Mo, 
RR1, Box 389C, Norwich, VT 


09055). “Well You Needn’t” with 


a rockabilly head? That's only one __ 


weird product of this pairing. 
Gatton’s guitar lights a fire under 
De Francesco, who digs out 


deeper blues than we've heard _ 
on some of his own releases. 
Joey's blazing style burns even | 


"Beastie Boys, rT Communication a 
(Capitol). Maybe we're regressing, 
_but the Beasties sound like they're 
_ onto something. Their gloriously 
sloppy jams, greased with B-3 _ 
smears, provide the link between 
hip-hop and vintage garage band 
rock. And where too many 
_jazzers use samples to establish - 
street credibility, these guys are 
still telling stories with their 
_ sounds. Great stuff, guys. (Mes- 
_ sage to Al Kooper: Check out 
tule Loop. a : 


Emiliano Salvador den Y Hoy 


(OBADISC, Box 1256 Old 


Chelsea Stn., New York, NY 
10011). Salvador was a pillar in 


Cuba's jazz piano community 


until his death two years ago. 


Here, he plays mainly in quartet 

__ settings but impresses most on his 
own, with lines that sing over 
peppery chord stabs and waft 
over turbulent tremolos. His dy- 
namic intensity gives us perspec- 
tive on the genesis of — 
| Rubalcaba. 


Various Artiots L A. Hardcore, 


Vol. 1 (VRG, Box 46750, Hol- 


lywood, CA 90046). SoCal likes 
_its techno light on the bass and _ 


_ frenetic bass drum patterns 
“Axiomatic,” the infectious voc 


On “Dominate the Rhythm” 


retro new wave quintet. 


taste for timbres on Farfisa, 


97213). Despite the rough edg 


__ disembodied vocal samp 


_ scatter clever samples — Atten- 


Seance with wry m 

ples. Many hot spots, in 

the burnin’ rhythm fills | 
Xpando’s “Panties” and R. 
2000's “Acid Core,” Axiomati 


sample motif over swing be. 


Beatmistress, and the astonish 
momentum of Mindben 
“Burning Out.” _ 


Pulp, His ‘n’ Hers a and 


can't tell whether Can 
is capable of es 


itzer, Clav, Korg Trident 


other dusty axes is nothing sh 
_ of thrilling. An ear orgy | os Vv 


tage fans. 


Sincronia, Cds del Ten 


Fterno (Opcion Sonica, dist. 
Eurock, Box 13718, Portland, 


infusions of indigenous music 
and a willingness to tackle large 
forms give this Mexican prog tri 
an intriguing flavor. José Lt 
Guzman, David Miller, a 
Simon Medina split the synth 
largely ante of course — oe 


Gary McAvoy, Martian Oasi: 


_ (Atom Music, Box 446, Kaled 


B.C., Canada VOH 1K0). 
brew space music, with al 

essentials: floaty synth triat 
mechanistic rhythm sequenc 


Though McAvoy never 
lenges the listener, his cool ti 
bres and tight arrangemen 


should satisfy most cs of os 


synthesis. 


‘Stakka Bo, uch (Poly | 


dor). Swedish hip-hop? Why not: 
Jonas von der Burg and Stakka | 


tion! “Louie Louie” sighting! - ee 
over medium-tempo ¢ drum tracks, 
with live piano and Rhodes fills 
adding a tasty jazz touch. Bu 


don’t look for incendiary bea 


Judging by Supermarket, th 
streets of Oe are more 
mellow than mean. 
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Great Sound Ru 


The Affordable Proteus FX 


You know Proteus? The family of MIDI sound 
modules from E-mu® The superb 16-bit digital samples. 
The unsurpassed collection of pop/rock, orchestral, 
percussion and world-beat sounds. The industry’s clearest, 
most straightforward user interface. Well, meet the new 
kid on the rack: Proteus FX. It’s not another Proteus 
sound set—it’s a dream-come-true for home musicians 
and performers held captive by a limited budget. 


The idea is simple. Start with a stunning 8MB 
set of 16-bit, CD-quality digital samples based on the 
Proteus/1 Pop/Rock and Proteus/2 Orchestral sound 
sets and add an incredible grand piano sample. Add 
built-in effects processors for tailoring those sounds 
to meet your own musical needs. Allow for extensive 
programmability to customize or create entirely new sounds. 
Harness this incredible power with the industry’s most 
straightforward, easy-to-use interface. Streamline the feature 
set—maximize functionality. And house it all in a rugged, 
road-worthy metal package. What you’ve just created is a 
great sounding, powerful MIDI sound module that fits into 
everyone’s budget. What you’ve just created is the Proteus FX. 


But don’t be mistaken. If you thought we were talking 
about a stripped-down model with just a handful of sounds, 
you don’t know E-mu. Only the best features merit the Proteus 
name. Proteus FX features 512 great preset sounds coupled 
with a variety of built-in digital effects for you to choose from 
including reverb, chorus and delays. And of course, you can 
count on 32-voice polyphony, 16-MIDI channel multi-timbral 
operation and stereo outputs to keep you at the forefront of 
musical capabilities whether you’re composing, sequencing or 
performing live. 


So, if you thought you were going to have to wait a long 
time before you could upgrade your system with a professional- 
quality sound module, think again. Proteus FX 


is here today—and it’s lean and mean. Proteus FX 


ns in the Family. 


The Incredible UltraProteus 


If you’re serious about getting great Proteus sounds and want 
the benefit of advanced synthesis and expandability, take a look at 
UltraProteus. It’s every Proteus you’ve ever dreamed of—in a single 
rack-space module. 16MB of 16-bit samples based on the sound sets 
from Proteus/1 Pop/Rock to Proteus/2 Orchestral to Proteus/3 World. 
It even includes hot new drum sounds and wave forms as well as the 
superb Proformance® grand piano sample. You simply can’t buy another 
MIDI instrument that has a larger variety of digital samples. 


Sure, UltraProteus is packed with fantastic sounds, but it’s much 
more than just sounds—it’s what you can do with them! 


Start with proprietary E-mu Z-Plane™ 

filter technology for the kind of expressive 

control you’ve never experienced in a MIDI 

: ; Amplitude 

instrument. (That graph to the right actually | 

has something to do with how it works.) 

Add an extensive set of digital effects includ- 

ing reverb, chorus and flange to impart depth 

Z-Plane Technology 

and ambiance to your MIDI music. Throw gone 

While traditional synthesis technology offers 

in a RAM/ROM card slot allowing for even a single 4-pole lowpass filter, Z-Plane tech- 

more preset sounds down the road, and you —_Nlegy allows you to interpolate, sounds 
through multi-dimensional 14-pole filters in 

have the most feature-rich, expandable teal time. 


sound module available anywhere. 


Of course, we didn’t forget essentials like 32-voice polyphony, 
16-MIDI channel multi-timbral operation and 6 audio outputs, but 
when you stand in awe of its 384 built-in presets (up to 640 using 
an optional RAM/ROM card), 
you'll know this Proteus is 


master of the house. UltraProteus 


The Proteus FX and UltraProteus. Two new members of the esteemed 
Proteus family. Run down to your dealer for a formal introduction. 


E-mu Systems, Inc. = 
P.0. Box 660015, Scotts Valley, California 95067-0015 * 408-438-1921 E M LU 


U.K. E-mu Systems, Ltd., Suite 6, Adam Ferguson House, 

Eskmills Industrial Park, Musselburgh, EH21 7PQ * 44-031-653-6556 
© 1994 E-mu Systems, Inc. 

E-mu, E-mu Systems, Proformance and Proteus are registered trademarks, and the 
E-mu logo and Z-Plane are trademarks of E-mu Systems, Inc. 


It’s as catchy as a cold, and stocked with 


more hooks than a block and tackle 


shop. But it ain’t simple: The music of 


Vince Clarke, all points and pops behind 


ELECTRO=-LUDDITE 


OF ERASURE 000°! certet t: consecnes 


the seraphic vocals of Andy Bell in Era- 


sure, is riddled with contradiction. Pin- 


prick sequences spin; textures are all 


quick jabs, pad-free. Yet somehow it 


flows like mercury, cool and smooth. 


Chords are solid, the bass always locked 


to the root, but textures shimmer; listen- 


ing to Erasure is like watching Gibraltar, 
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showered in tinsel, sparkle in sunlight. 

The enigma of Erasure is especially ev- 
ident on the duo’s latest smash album. | Say, 
I Say, | Say is their purest product to date, with 
nothing but voice and analog synths; no sam- 
ples, no FM. On the other hand, there’s no 
acoustic instrumentation, and practically no 
real-time playing. You won't find a more elec- 
tronic album or a cleaner production on the 
charts, but the sound harks back to Human 
League, OMD, and early Depeche Mode, 
Clarke's original band. Is it modern rock? Or 
nostalgia for the stone age of synth rock? 

And what of Clarke himself? Face-to-face, 
he’s an amiable guy. Short red hair, two gold 
earrings, orange tortoise-shell specs. Warm, 
slightly cockeyed smile. Quick and ironic wit. 
As with his music, something solid lies be- 
neath a glittery veneer. He has no problem 
demonstrating his primitive chops with grace- 
less, stiff-fingered pokes. He also knows what 
he likes, and holds nothing back | in expressing 
his beliefs. 

Here, again, we have contradictions: 
Clarke is an analog purist who has serious 
problems with the vintage synth revival. He's 
a painstaking perfectionist, capable of lin- 
gering over note after note in his step-input 
sequences. Yet he describes his approach as 
improvisational, based in large degree on 
mystery and what might be described as a 
kind of voluntary ignorance. More even than 
the sound, the process of analog synthesis 
appeals to him — the knob twiddles, the ex- 
ploration, the alchemy. 

From its genesis in the ’70s, synth rock 
has evolved toward dark horizons. The path 
from Kraftwerk to techno has few detours or 
interruptions; the quest for precision, the 
purge of human clutter and the triumph of 
the computer groove, has created a consen- 
sus that alienation is the most, perhaps the 
only, appropriate emotion to cultivate in se- 
quence-based, dance-oriented music. Clarke 
is one of the very few artists to challenge that 
notion. In fact, he’s been defying it for nearly 
14 years, since the release of Speak and 
Spell. That album established Depeche Mode 
as masters of cheery, upbeat electro-pop be- 
fore the band parted ways with Clarke to join 
the rest of the synth-rock herd in its gloom- 
bound trudge. 

After leaving Depeche Mode, Clarke 
recorded several highly regarded albums with 
Alison “Alf” Moyet as Yazoo, released a 
British hit single, “Never Never,” in a project 
called the Assembly, and eventually found 
himself auditioning singers for what turned 
out to be Erasure. Andy Bell got the call; his 
voice, a kind of Brit echo of Aaron Neville, 
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The outside of Vince Clarke’s studio suggests either an alien landing or a eco-friendly, earth- 
toned hut somewhere beyond the bustle of London (upper R). But inside, all is state-of-the-art 
music tech — c. 1984. Clarke’s analog-age gear includes an ARP sequencer near his right elbow, 
a Roland System 100M overhead, a KMX-16 MIDI patcher peeking over his right shoulder, and 
an upside-down Serge modular unit to the right of his head. 


perfectly complemented Clarke’s staccato 
sensibility. Their first album, Wonderland, 
established the formula in 1986: crisp, per- 
colating arpeggios swirling around choir boy 
vocals, undergirded by the mean stomp of 
synthesized drums. 

Other albums and several dance club hits 
followed, but by the late ’80s Clarke and Bell 


were making their biggest waves onstage. Even 
Depeche Mode couldn’t match their impact: 
They sold out Madison Square Garden in two 
hours, drew 50,000 fans to the Milton Keynes 
Bowl, played 15 consecutive nights at both 
the Manchester Apollo and the Hammersmith 
Odeon. Fifty thousand spectators gathered one 
night in Buenos Aires to watch an Erasure 


video. This was Springsteen/M. Jackson territory 
— pretty heady stuff for a band that didn’t even 
have a guitar player. 

Their last tour, an overwhelming spectacle 
called Phantasmagorical Entertainment, em- 
ployed dozens of dancers, costume designers, 
and stagehands, and left the duo completely 
exhausted. That was in 1992; today, while 
there is vague talk of another road show in 
‘95, the subject still induces weary appre- 
hension in Clarke’s eyes. More pressing, at 
this point, is the music: He and Bell are about 
to begin work on another album, with plans 
to make it their second release of this year. 
Ex-Human Leaguer Martyn Ware, who pro- 
duced | Say, I Say, | Say, seems to have the 
inside track for this project as well. But no 
matter who's at the console, Clarke will once 
more fan the creative flame and keep the ana- 
log banner clean. 

e e @ 
What distinguishes | Say, | Say, | Say from 
previous Erasure albums? 


“1 like music that sounds like clockwork. 


music around his singing. We went to 
Dublin for a few weeks; he did all the vocals 
there. Then we came back to London to do 
the music. 

What kinds of demos did you do? 

We just had a piano, with Andy singing. 

With some sort of rhythm? 

No, no rhythm. We never put a style into 
the demo. What we usually do, kind of de- 
liberately, is record them as crappily as pos- 
sible. And it’s always on a microcassette. 
We've only got one. We’ve demoed five al- 
bums on this thing, over and over. That’s im- 
portant for us, because when we're writing, 
we try to make the song as good as possible. 
That’s it. 

The guitar mentality is quite different from 
the keyboard mentality: You hit the notes dif- 
ferently, you play different kinds of chords. 
Is there much of your previous life as a guitar 
player left in the way you create music on 
synths? 

| switch between the two modes. When 


BBC Micro computer. The software for it 
is UMI, which doesn’t exist anymore. The 
guy wrote the program in his bedroom; it’s 
very much a home thing. Once I’ve got the 
arrangement going and all the sounds hap- 
pening, | transfer the information in real 
time, one monophonic line at a time, into 
a Roland MC-4. I'll do that through a 
Roland MPU-101, and then we'll record 
from the MC-4. 

You've used that method for quite some 
time. 

Right. It used to be a pain in the ass, be- 
cause then you'd have to program the MC- 
As. It’s a nightmare: The display is only this 
big, and it only shows one thing — the note, 
the gate, the step, or something. It takes for- 
ever. But now I'll get the arrangement up in 
a MIDI sequencer, the UMI, and I’ll use the 
MC-4 just to record with. 

You've stayed with the BBC platform as 
well. 

They’re not made anymore either. The 


| prefer my music coming from the moon.” 


It has a particular kind of purity because 
we did all the vocals first. The music came 
last. We recorded with a very basic track, just 
the chord arrangement, on tape, to which 
Andy did all his harmonies and lead vocals. 
Then | put the music around the singing. Nor- 
mally, it’s the other way around. 

Was the songwriting process different as 
well? 

No. We always write together acoustically. 

Why did you reverse the recording routine? 

Really, just to see what would happen. 
| suppose we had the idea that it might be 
a more vocal-oriented album. We had all 
these grand ideas about using Andy’s voice 
to do rhythms and stuff, because we don’t 
use samplers. But that didn’t work out. 

He really holds onto the melody on this 
album, as if he wasn’t being distracted by 
or interacting with your parts. 

That's right. | think he has a hard time 
sometimes because he listens to the track 
when we do that first, but he’s not really lis- 
tening to the music. He’ll have a harmony 
idea or a counter-melody idea that will be 

so strong in his head that it won’t matter if 
it’s some synth music or if there’s a funny 
noise in the middle of it; he’II just do it over 
the top of it. That causes problems some- 
times, and we have to take out a piece of 
music. This way around, | could just put the 


I’m writing songs, all I’m thinking about is 
chord structures: What sounds nice with the 
melody in the background of the song? Some- 
times, when I’m sequencing in the studio, 
’ll try and imagine what a guitar might play 
— not necessarily the sounds or the bad tim- 
ing, but the harmonic and rhythmic parts. 
I'm a terrible guitarist, by the way. 

There are some guitar-like figures on this 
album. 

| can do that. If | arpeggiate a song in, like, 
eighth-notes, then I’ll arpeggiate it how I’d 
pick a guitar. 

Do you play those parts on guitar? 

No. Everything | do is step-time. 

Not too many people work that way 
anymore. 

Well, | use very old-fashioned se- 
quencers. When it comes to the arrange- 
ment and getting the track out, I’Il use this 


VINCE CLARKE 


BBC was actually developed for people in 
schools to learn very simple software writing. 

Why haven’t you made the leap to a more 
widely used computer? 

Well, | started out using MC-4s. Then 
MIDI sequencers came out with the Yamaha 
QX1, but they were so expensive. UMI was 
the first MIDI sequencer that had a screen: 
You could see more than one piece of infor- 
mation at a time. 

Was it a black-and-white screen? 

It was then, but then it developed. The 
guy updates the software all the time. Then 
Atari came out, and it wiped him off the map. 
He still does it for me, though. | can’t do 
Ataris. | can’t take them seriously. | can’t! 

What do you like about the UMI program? 

It’s like a drum machine sequencer. You 
work with your hands. | can’t get my mind 
around tape recorder sequencers like Cubase. 
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| don’t get it. 

Is the support there if your system crashes? 

Yeah, because the guy still does things for 
me. He doesn’t do it to make a living any- 
more, but | can get him to write software for 
me. It's essentially like a cheap little computer. 
| used to use UMI for everything, but I use 
the MC-4 now to actually record with. And 
| use a custom-built, six-channel ARP se- 
quencer. I’ve got a few ARPs. 

How do you feel about the vintage key- 
board phenomenon? 

Well, everybody’s cashing in on analog 
now. It’s funny. People might say that an ana- 
log synthesizer is better than a modern syn- 
thesizer because it’s got a classic sound. But 
_ | don’t think that’s the point. The point in us- 
ing something like a Serge Modular system 
is that you’ve got so many knobs to twiddle 
around with and change. There are no rules, 
no preset modulations. You can do anything 


What's the best synth for funny sounds? 

[Instant response.] ARP 2600. 

But now these sounds are going to wind 
up in people’s samplers, untweaked. You're 
just contributing to the problem you've di- 
agnosed in modern synthesis. 

[Bemused shrug.] Yeah, well, you know. 

Most synth bands that base their music 
largely on sequences and dance beats seem 
to create an industrial or angst-ridden feel. 
But you use these same devices to create a 
warmer, more romantic feeling, without re- 
sorting to new agey pads or clichés. How 
do you humanize these devices? 

| think it comes down to not thinking 
about it. That’s what makes it work. | ap- 
proach music very simply because, first of 
all, | can’t play very well. So | don’t over- 
complicate things. And using things like 
ARP sequencers is a random process. Also, 
instead of using block chords, | do lots of 
interweaving lines from synthesizers. That's 
more interesting, and things turn out more 
melodic that way. 


“1 can’t stand MIDI. It’s so out of time. 
It gives you a constantly sloshy sound. It’s crap.” 


you like with it, and you never know what's 
going to come out at the end. So people miss 
out on the joys of doing that if they use one 
of those Vintage Keys things. 

The process is the point, even more than 
the sound. 

It is for me. 

Yet you've got a sampling CD out on the 
market. | | 

Well, I’m not really up for sampling, but 
this kid phoned me up with the idea of 
putting out a collection of my analog sounds. 
He was so enthusiastic! He could have been 
a car salesman, he was that convincing. He 
had his own tiny company called IMG; he 
makes these things in his bedroom. So he 
came to my studio in Amsterdam, and we 
spent two days with someone else who op- 
erated a DAT machine. | just messed about, 
running sequences and changing the sounds, 
and they recorded the bits they liked. The 
only problem was that we had to get 500 
sounds. After a while, they all started sound- 
ing the same to me [laughs]. But | did it be- 
cause this bloke was so funny. He’s such a 
sweet little lad. | was thinking of doing an- 
other one of funny sounds. There’s nothing 
more satisfying than making a synthesizer 
sound like a fart. 
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That arpeggiation combines the static ef- 
fect of the chords with a kind of shimmering 
dynamic sense. The key, in this approach, 
is to work with the details of each sequence. 

Absolutely. You look at every single note 
and every single sound. That's really impor- 
tant. You’re not dealing with a line that just 
fills the song. You’re not looking at a stereo 
pad that is the bulk of the song. | don’t even 
like the word “pad.” In the studio we have 
a swear system: There are certain words you 
can’t say, otherwise you pay a 50 pence fine. 
“Pad” is one of them. 

What else? 

You can’t say “MIDI.” You can’t say “dig- 
ital.” You can’t say “SSL.” You can say them 
outside the studio, not inside. 

How about “touch-sensitive”? 

| don’t use it, so that wouldn’t come up. 

“Polyphonic”? 

That’s okay. 

“Sampling”? 

That's very bad. We also have the mystery 
word of the day: That would be worth a 
pound. There’s always three of us in the stu- 
dio. If one of us is late, he misses out on the 
mystery word, which would be written on 
a piece of paper but turned the wrong way 
around. We’d just add up how many times 


he’d say it, then present a bill to him at the 
end of the day. 

Apparently traditional keyboard parts nev- 
er appealed to you. 

| could never do that, even if | wanted to. 
My synthesizer background is doing this 
[Clarke jabs alternating notes an octave apart, 
using two stiff forefingers]| with Depeche 
Mode, since it was all monophonic anyway. 
It’s never gotten much better than that. 

What is your keyboard of choice for play- 
ing those sorts of parts? 

| don’t actually play keyboards at all any- 
more. Everything is sequenced. My favorite 
synthesizers change all the time. Every syn- 
thesizer in my studio is analog. There's a few 
FM things downstairs in the junk room. | nev- 
er understood FM programming anyway. It’s 
the same with samplers: Someone comes 
along with their sample disc, and it’s like, 
“Gimme that,” and you try to find a sound 
that fits: bass drums, snare drums, or what- 
ever. It’s so boring! I’ve tried to program new 
synths, but you spend half an hour trying to 


doctor a sound and make it interesting. Then, 
when you do the comparison, the sound that 
the guy in Japan came up with is a hundred 
times better. So there’s no pleasure in it. Then, 
of course, if I’m using their sounds, so are 
a hundred other people. So I’ve gotten rid 
of everything, and I’ve been buying up all 
of America’s analog synthesizers. | only buy 
them here. 

They're too expensive in the U.K.? 

You just can’t get them there. I’ve become 
a mad collector of stuff. Things keep cropping 
up all the time. The last thing | got was a 
Buchla system, with about 16 modules in the 
cabinet. It’s very old and knackered. But I’m 
getting it fixed. They look great in the studio 
as well. 

Some of the vocal parts on this album 
sound like samples. 

[Firmly.] There are no samples. We used 
a choir on two tracks. When we were in 
Dublin, we went to a cathedral and recorded 
their choir in stereo. They were the real thing. 

On “So the Story Goes,” the choir seems 
to go out of tune toward the end. 

That was our wanky producer's idea. He 
said, “Wouldn't it be great if they went out 
of key on this?” And we said, “Well, I’m not 
interested in vocals anyway, so whatever you 


[Agmember [Acbel Yell, Gyes Without A Face’, ‘Catch 
My Fall’, White Wedding, Flesh for Fantasy’, ‘Don't 
Need a Gun ?, Steve Stevens is responsible for some 
of the most immediate, involving and innovative jolts 
on the musical scismograph. As Billy Idol's guitarist, 
Stevens was the force behind “Aebel Yell’s” wall of 
sound, the sonic wail of the smash ‘Top Gun’ soundtrack 
(Grammy Award Winner for th f Pop Instrumental 
Performance) and Michael J | 
guitarist renowned not i 
his consuming musi 
bred Stevens has Io! 
modern music s most 


Ba 


‘sample library scrics* 
y Steve Stevens Guitar Sap @ 


the latest mas 
ProSamples pr 


Collection’. This expertly 
crafted guitarsample library 
is available on CD=Audio and 


“CD-IAOM. The collection 


contains all the Steve Stevens 
classic guitar sounds, the best 
power chords ever sampled, 
an outraggous guitar effects 


section, chugs, ethereal and 


moody patches, acoustic and 
acoustic/sitar sounds atc. etc. 
- the collection is designed to 
cover all of your guitar sample 


Tequirements! 


Great care went into working 
with the sounds in the studio 
fo make sure they would 
sound gutsy and authentic 


played from a sampler. 


Programmers edited the 
sounds and tested them for 
play-ability on a keyboard 
before the next group of 
sounds were recorded. On 
some CD-I4OM versions the 
affack of the notes can be 
adjusted with keyboard 
controllers or a foot pedal. 
A\|most every sound is multi- 
sampled (every note!). Loop 
points are included in the CD- 
Audio booklet to make 
looping quick and easy. The 
collection was ¢ngineered by 
acclaimed US engineer Chris 
Lord-Alge, the recording 
sessions were meticulous and 
@xpensive! Everything was 
recorded via an SSL console, 


-direct to hard disk - the quality 


is stunning!!! 
Call Gast-VWest now for the 
name of a dealer near you! 
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want” [/aughs]. 

What kind of impact did your producer, 
Martyn Ware, have? 

He’s a very enthusiastic producer. He 
hadn’t made a synthesizer record for 15 years 
or something; | suppose the last one was with 
Heaven 17, but even they weren't really do- 
ing synthesizer music at the end. Before that, 
he was in the Human League, which was real 
synthesizer music — Travelogue and Repro- 


duction [Virgin, both out of print]. So his en- 
thusiasm spilled over into the album. He was 
open; he wasn’t trying to make us into any- 
thing we weren't. Just let us get on with it. 
| mean, he was still in control, because if we 
were left to our own devices, the record 
would never finish. 

What did you use for drum sounds on the 
album? 

It’s all modular systems. | don’t have to 
rely on anybody's samples; | get my own 
drum sounds. 

There are practically no acoustically res- 


Make a Date for 
Our $850,000 
Scholarship Auditions 


Berklee College of Music, internationally recognized as a leader in 
contemporary music education, is conducting auditions for more than 
$850,000 in scholarships toward Berklee studies, including several four- 
year, full-tuition awards. If you are a talented vocalist or instrumentalist, 
you are invited to request an audition on a date listed below. 


City 1994-1995 


Dec. 7, 8,9 
Dec. 11, 12, 


Athens, Greece 
Tel Aviv, Israel 
Barcelona, Spain 
Feb. 6 
Feb. 8 
Feb. 10 
Feb. 12 


San Francisco, California 
Chicago, Illinois 

New Orleans, Louisiana 
Washington, D.C. 
Boston, Massachusetts 
Helsinki, Finland 
London, England 


Paris, France 


Mar. /Apr. 
Mar. /Apr. 
Mar. /Apr. 


Heek, Germany . April 


Berklee 


COLLEGE OF MUSIC 
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Dec. 15, 16, 17 


Feb. 17, 18, 24 


For information about auditions in 
Athens, Tel Aviv, and Barcelona, 
please contact the schools directly. 
Athens: Centre of Music Studies 
Philippos Nakas, contact Leonidas 
Arniakos; Tel Aviv: Rimon School 
of Jazz and Contemporary Music, 
contact Orlee Sela; 

Barcelona: L’Aula de Musica, 
contact Arthur Bernstein. 


For information about auditions in 
the other cities, please contact 
Berklee College of Music: 

Office of Admissions, Dept. 8749, 
1140 Boylston Street, Boston, MA 
02215-3693 (USA). 

Telephone: (617) 266-1400, ext. 8749; 
(800) 421-0084, 

or Fax: (617) 536-2632. 
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onant drum sounds in your work. 

| like drum sounds that sound like syn- 
thesizers. | like music that sounds like 
clockwork. | prefer my music coming from 
the moon. 

A good example of that clockwork ap- 
proach is in “Because You're So Sweet.” Why 
did you add a few extra bars of what sounds 
like a wound-up mechanical clock in the 
midst of this romantic ballad? 

You know how a real band plays when 
they put a little pause after a drum fill? I’m 
not really a muso [i.e., musician], so | don’t 
really know what the expression is, but it’s 
kind of a tension thing. We just decided that 
it would be nice to have something like that 
at this point of the song, but doing it elec- 
tronically is a pain in the ass. If you do one 
or two bars with the synchronizer, you’ve 
got to change the tempo. This was literally 
the sequence slowing down, going from 
tempo 108 to 80. 

There’s an eight-bar percussion break in 
“Blues Away” that features at least some sug- 
gestions of acoustical resonance, in a kind 
of industrial style. 

Again, it was me just messing about. | usu- 
ally work in the studio on my own to get 
things going before the producer comes in. 
At that point in the song, | just triggered the 
ARP sequencers to kick off. | had two ARP 
sequencers running, and I was using white 
noise and pink noise to modulate filters. 

Andy’s very human vocals apparently bal- 
ance out that approach. Do you ever want 
to do a solo project that goes further toward 
the style you’re describing? 

Not really. | mean, we work solo together. 
The way that we balance off of each other 
is a real pleasure. And it’s nice when you've 
got someone else there saying, “Yeah, that’s 
a really interesting sound.” It would be very 
difficult for me to do it on my own. 

How do your arrangements evolve from 
the acoustic demos? Let’s use “Miracle” as 
an example. 

Well, all the tracks on this album are better 
arranged than anything we've ever done. Once 
the songs were written and demoed on the 


‘piano, we did the rough arrangement in Am- 


sterdam; that was with the producer. Usually, 
when we write a song, we've got three or four 
melodic parts, each one four or eight bars long. 
We just join the pieces together: “That could 
be the chorus. That could be the bridge. Is that 
repeatable or not? That bit can only be used 
once.” Then, when we have the vocals record- 
ed, it comes time to do the music for real. 
Now, there’s a thin whiny sound that goes all 
the way through “Miracle.” | think it’s a Roland 


MS-20 that arpeggiates the basic chords. 

The interlocking sequences are an Erasure 
trademark. 

That's not being done much in arrange- 
ments anymore, and | think that’s because 
the limitation is that it has to be a dance track: 
The drums have to be in from the very be- 
ginning, all the time. That's a real shame. We 
never set out to make this album a dance 
record. They’re just songs, so we could do 
whatever we pleased with the arrangements. 

Is the backbeat emphasized too much in 
modern synthesizer rock? 

It’s just the type of music that’s being 
done. People who make dance music aren’t 
writing songs. It’s not about classic songs that 
will be covered in 50 years; they’re just 
dance tracks. So | suppose it has to be that 
way for them. 

Were you interested in techno when it 
came out? 

| really don’t know anything about it. I’m 
completely ignorant. 

It seems to have established itself so quick- 
ly that a set of clichés is already restricting 
much of its development. 

Yeah. You get a production team, and 
they'll always use the same riff from the same 
record in every song that they remix. I’ve cut 
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away from that. We have remixes done of 
our tracks, and | don’t listen to them. It’s not 
something that interests me. | like to go to 
clubs, but not that much. 

What about ambient techno? 

| quite like some ambient music when | 
hear it, although | don’t know what I’m lis- 
tening to. | did just rebuy [Brian Eno’s] Music 
for Airports. 

Did the idea of found sounds in the form 
of samples ever appeal to you as an arrange- 
ment device? 

No. Again, by that time | was bored with 
those multi-purpose buttons that you have 
on samplers. | was fed up with trying to find 
the right thing on the right menu and all that 
crap. Used to piss me off. 

You have used drum samples before — 
for example, on your cover of “River Deep, 
Mountain High,” from The Innocents. 

But things have evolved over the past two 
or three albums. We’ve moved away from 
that. This album is pure synth. 

You've abandoned other elements that ap- 
peared on earlier albums. There were piano 
sounds, for example, on The Innocents. 

It’s actually an acoustic guitar on a couple 
of tracks. 

“Take Me Back” does have an organ-like 


sound in the three-chord structural figure. 
Or does it sound that way to you? 

| don’t know! | never intentionally pro- 
gram keyboards to sound like anything. I’m 
just tweaking ‘em until | get the right dryness 
or the right dullness or whatever — until it 
fits in. | would shy away from saying, “What 
we need here is a brass-type sound.” 

Your bass part is almost always on the root 
of the chord. Only on the chorus in “Miracle” 
does it climb up to the 3rd of one chord. 

| don’t know what else to do [/aughs]! 

Why did you go up to that 3rd on “Mir- 
acle”? 

That was probably the producer’s idea; 
it wouldn’t be mine. | know it’s terrible, but 
for me it’s “always stick to the root.” One 
reason is that, on a lot of tracks, we’ve not 
got a lot of chords. There’s nothing estab- 
lishing the chord, so you’ve got to start 
somewhere, and | let the bass in to give you 
an indication. 

Real bass players would be moving lines 
all over the place. 

Well, | don’t know what bass players do. 
I’m not a bass player myself, so | have no idea. 

There were some almost Beatlesque 
touches on “Man in the Moon,” including 
backwards string sounds. 
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They probably came from the Oberheim 
Xpander. The rhythm track on that one was 
mostly done with the [Roland] System 
100M. I’ve got this six-channel ARP se- 
quencer, which | use like a drum machine. 
It’s got 16 steps on it. | connect that to my 
System 100Ms. Then | get it to clock ‘round 
and ‘round, put the switches up for the dif- 
ferent beats or whatever I’m doing, work on 
one channel, then the next, then the next, 
hitting different sounds up. It becomes a 
rhythm track to the music. It’s a really easy 
way of working. 

What about the bagpipish feel in the intro 
to “All Through the Years”? 

That was the Xpander. The whiny thing 
at the top came because | had just seen a pro- 
gram about Professor Theremin [The Elec- 
tronic Odyssey of Leon Theremin, discussed 
in the Feb. ’94 issue of Keyboard]. Everybody 
| know saw it. | was trying to emulate that. 

There’s one spot on the album, on “Be- 
cause You're So Sweet,” where the synth plays 
a lead line — the melody, actually. 

It just seemed like the right thing to do. 
The arrangement is very simple: verse, chorus, 
verse, chorus, middle eight, and chorus out. 
So it just felt right. | used an Oberheim SEM 
[voice module]; it can be quite a mellow- 
sounding synth. 

You do seem to have limited the range 
of sounds you work with on | Say, | Say. Aside 
from samples, there’s no deep bass or filtery 
string patches. 

That wasn’t planned either. When we 
work in the studio, it’s like being in a toy 
shop. I’ve got all this analog stuff, and it 
all interconnects. I’Il go mad in there. I’Il 
know what I’m doing, but I’m not planning 
it particularly. 

Do you remember your sound sources 
after the record is done? 

No. | know that the bass drums usually 
come from the ARP 2600. 

So how do you prepare to reproduce 
these songs onstage? 

It’s a nightmare. It took me longer to pro- 
gram for the last tour than it took me to do 
the album, because none of these synthe- 
sizers has a memory. Once you've written 
the next song, that’s it. You’re finished. | 
couldn’t take my modular Moogs on tour, 
so | scattered things out and used Prophet- 
5s, Junos, Jupiters, stuff like that. | took on 
equivalent sounds. On a track | may have 
16 musical things happening. | use an MC- 
4 live, so | brought all of that down to four 
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synthesizers and got rid of the things | felt 
| wouldn’t necessarily need. 

Which four synths did you take on the 
road? 

| had an Oberheim Xpander, a Jupiter JP- 
8, a Minimoog for bass, and a Sequential 
Prophet-5. 

No MIDI? 

No MIDI. 

Why not? 

It’s so out of time. It’s crap. It gives you a 
constantly sloshy sound. | can’t stand it. On 
the album before this one, we started using 
scopes to scope the timings of every sound. 
A click track would go on one channel. Then 
you'd feed the sound through the other chan- 
nel, so you could change the timing of the bass 
drum to fall exactly on the point of the click. 
Every sound was scoped. You can’t do that 
with MIDI, because it’s a bit irregular. 

| take it you’ve never added any MIDI 
retrofits to older gear. 

I’ve had MIDI retrofits taken out. On 
things like the OB rack and the rack Moog. 

Why spend the money to take it out? Why 
not just ignore it? 

It's just my puritannical view of MIDI. 

Why not sample the sounds you need for 
concerts? 

It would take too long. Besides, when I’m 
preparing for a tour, I’m not trying to repro- 
duce exactly. So, in a way, preparing for a 
tour is quite artistic as well. I’m doing new 
interpretations of the songs, getting sounds. 
| might base it on what I’ve recorded, but I’m 
messing about. 

If you don’t play keyboards anymore, 
what will you do onstage for the next tour? 

For the last tour, | drove around in a tank 
with all my keyboards in the roof. | had a 
telly fit inside it, and | watched that. Every- 
thing was sequenced; | had my headphones 
geared to my television so | wouldn’t miss 
the cues: “Next song!” 

Isn’t there a risk that audiences will be 
disappointed at not seeing a performance 
onstage? 

Most people who go to concerts, what- 
ever the music might be, aren’t particularly 
musos. They don’t have a clue what any- 
body’s doing up onstage. They like the 
band or the music, and that’s it. If you say, 
“That's a great bass sound on that record,” 
a lot of punters wouldn’t know what the 
bass is. They’re interested in singing the 
song in the bathroom or the shower; that’s 
what's important to them. E 
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any factors contribute to that un- 
| comfortable “gosh | need a day 
job” feeling. One big turning 


point came with the enactment of tougher 
drunk driving laws: Fewer people now go out 
at night, which means less money is available 
for the club’s entertainment budget. If you 
are working the hotel industry, keep an eye 
on the fresh flowers in the lobbies and on 
dining room tables. Statistically, hotel man- 
agement will cut flowers from their budget 
first, with entertainment next in line. Flowers 
missing? Time to get nervous! 

Still, all is not lost. Before you dump your 
gear and move in with your parents, you 
should know there may be a solution to your 
economic and musical woes, one that provides 
money, musical expression, and a healthy dash 
of high adventure. That solution is going global. 
Many musicians these days are beating the 
economy, seeing the world, and getting paid 
to do it by performing overseas. 

There is no better time to consider an in- 
ternational gig than right now. The music 
scene is on fire abroad with a multitude of 
good-paying jobs, from the huge, high-tech 
clubs of Asia to the piano bar scene in Eu- 
rope. American musicians are taking advan- 
tage of this time to export one of our few 
viable export products. We might not be 
able to sell cars overseas, but a dash of good 
old American music goes a long long way! 


WHY AMERICAN MUSICIANS? 
The demand for American musicians stems 
from a love of American music as well as a 
fascination with American culture. Foreign 
audiences usually acquaint themselves with 
American music through radio, television, 
and subtitled movies. While you’re working 
on the latest dance sequences at home in 
Boise, a large audience all over the world 
is finding joy in our forgotten past. You’d be 
surprised at the number of people who can’t 
speak a lick of English, but are able recite 
word for word several English-language tunes. 

Another factor that creates jobs, especially 
in Asia, is that American performers are high- 
ly regarded both for their versatility and that 
intangible quality known as soulfulness. Al- 
though extremely proficient at reproducing 
American cover tunes and willing to work 
cheaper than American entertainers, bands 
from the Philippines, for example, are often 
perceived as machine-like and robotic by 
many entertainment buyers. Of course, just 
being an American will not guarantee you 
a gig over an inexpensive competitor. To get 
the best gig, you and your act will have to 
perform better, sing better, dress better, dance 
better, entertain better, and smile more than 
anyone else in the running. 

Besides earning a good living, the op- 


portunity of seeing the world and experi- 
encing each country’s unique culture can 
create stories that will last you a lifetime: 
When/’s the last time you tried a bite of fried 
scorpion before playing your gig? Profes- 
sional benefits can be phenomenal too. 
How often do you get the opportunity to 
play stadium dates to packed audiences? 
How about national television appearances 
and autograph sessions? It doesn’t happen 
at your local Holiday Inn but it’s not uncom- 
mon for some U.S. bands that work over- 
seas. If your sense of adventure thrills at the 
thought of scuba diving off a tropical island, 
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One of the last things you will hear your 
flight attendant. say when you land in 


certain contries is, 
with us, 


hand-feeding hundreds of wild monkeys on 
Monkey Hill, or teaching the wave to Turk- 
ish troops, then you should give serious 
thought to an overseas gig. 


THE INSIDE SCOOP 

Before we get started on the details, it would 
be a good idea to put a map of the world 
in your hands, click your heels three times, 
and repeat out loud: “Conditions will vary 
from country to country!” Matter of fact, 
everything will vary from country to country, 
So it pays to know about the places you want 
to visit. Start by taking a look at the map and 
getting familiar with the different countries 
of the world. 

An overseas job can last anywhere from 
one to six months, with 12 weeks in one lo- 
cation being typical. If you play well enough, 
the overseas venue will probably want you 
to stay as long as possible to cut down the 
airline expense of flying multiple acts back 
and forth. Some musicians fall in love with 
the lifestyle and choose to stay abroad touring 
from country to country for a year or two at 
a time. An overseas gig will usually provide 
salary, round-trip airfare, allowance for excess 
baggage, accommodations, meals or meal 
allowance, laundry and dry cleaning. 

Here are basic guidelines to consider: 

Salary. Amounts can vary drastically 
from country to country. The better act you 
are, the more you will make. But don’t au- 
tomatically expect a hefty take just because 
it’s overseas. Consider the economy of the 
country to which you will be traveling, and 
what your spending power will be there. For 
example, if you are offered a job playing 
in China for $75 per day (a little below the 
average pay for an overseas job) you might 


and death to 


“Thanks for flying 


drug smugglers.” 


not jump at the chance. But if you knew the 
local economy and realized that by law a 
native musician performing in China makes 
the equivalent of $6.00 U.S. per day, half 
which goes to the government, $75 begins 
to look like a lot of money. Think of not only 
what you can make, but what you can save. 
Questions to be concerned with include 
what currency will you be paid in, whether 
it is taxable (ask your accountant), and how 
often will you be paid. 

Airfare. Most jobs will provide you with 
round-trip economy-class air fare to and from 
the States. Avoid jobs that want you to pay 
your own airfare. Make sure to ask for an 
open-end return on your ticket in case you 
want to stay longer than you originally 
thought. Above all, never give your airline 
ticket or passport to anyone to hold while 
in another country. 

Excess Baggage. Most venues should 
provide some compensation for a reason- 
able excess baggage to accommodate your 
gear and costuming. If you’re a solo pianist 
you won't have too much to worry about, 
but if you have racks of gear this can be very 
important. The key word here is “reason- 
able,” which doesn’t mean packing a rack 
the size of a Buick for a small club gig. Re- 
member, the weight allowance quoted is 
a total for both your arrival and departure. 
Don’t take back hundreds of pounds more 
than you bring. 

Accommodations. The better gigs will sup- 
ply you with a hotel room, or at least 
adequate housing off the property. Questions 
to ask include: Will | be sharing a room with 
a band member? If I’m staying off-property, 
will the place have air conditioning? A 
kitchen? A phone? How close to the venue 
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will | be? Will | have to walk, is adequate 
public transporation available, or will | be 
driven to and from work? 

Meals. You could be guaranteed anything 
from three full meals per day to absolutely 
nothing. Make sure to ask whether your 
meals are credited to your house account 
(meaning you have to eat at the property) or 
if you actually get spending money for meals 
(which means you can eat where you want, 
and possibly save the excess). 

Laundry & Dry Cleaning. This is nego- 
tiable from job to job, but it is usually stan- 
dard for the venue to provide cleaning for 
your stage costumes. 


ATTITUDE (WE'RE NOT IN KANSAS, 
TOTO!) 

Before you go any further toward the adven- 
ture of a lifetime, take an honest look at your- 
self. Flexibility and a mature approach to 
life are critically important for overseas work. 
You can absolutely count on things being 
different from the Naugahyde lounge gig at 
your local Ho Jo. From electricity to lan- 
guage, you are in a different world, and 
you'll need to adjust accordingly. One of the 
great benefits of traveling overseas involves 
realizing that not everyone approaches life 
the same way Americans do. The beauty of 
travel can be found in appreciating the dif- 
ferences in cultures. 

Can you can keep a cool head at all 
times? An overseas job is no place for hot 
heads or attitudes. In some countries, losing 
one’s temper causes one to “lose face.” If you 
are the type that turns into a screaming ma- 
niac at the drop of a cord, perhaps you 
should consider another career option. 

Remember, too, that while performing 
overseas, you are not only a musician, you 
are also an ambassador of American music. 
Foreigners harbor many stereotypes of Amer- 
icans, with one of the most popular being 
that we are pushy and loud. Will you fit that 
stereotype or will you rise above it? 

An overseas jobs can be the adventure 
of a lifetime, but make sure you take a good 
strong look at yourself and come up with 
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some honest answers before you commit 
yourself to going. 


SIGN ME UP, I‘M READY 
Okay, you’ve decided you're a reasonably 
sane person with a killer act. You want to get 
out and see the world, practice your craft, 
and get paid to do it. What next? 

The logistics of landing a job in an exotic 
country can seem staggering, if not insur- 
mountable. There are numerous pitfalls to 
avoid, details to handle, and language bar- 
riers to overcome. It is highly desirable to 
be represented by a professional international 
booking agency with a strong track record 
in this market. A professional agency will 
guide you through the miles of mind-numb- 
ing red tape, foreign port cargo restrictions, 
and safe country/civil unrest stipulations. Be- 
ware of fly-by-night operations that claim 
to book internationally. There are numerous 
horror stories of inexperienced agencies leav- 
ing musicians stranded without plane tickets 
or jailed for improper papers. Make sure the 
agency you contact specializes in overseas 
bookings, and has a proven track record in 
navigating the foreign market. 

Some of the well known agencies spe- 
cializing in overseas markets include That's 
Entertainment International (1360 N. Han- 
cock St., Anaheim, CA 92807), Entertainment 
Associates (12439 Magnolia, Ste. 104, N. 
Hollywood, CA 91607), and Rising Star Pro- 
ductions (Box 723608, Atlanta, GA 31139). 

There is an undeniable sense of comfort 
in knowing you are being saved the huge ex- 
pense of costly mistakes, foreign government 
regulations, and mounds of legal paperwork. 
More important, it’s good to know you have 
a home team you can trust to support you 
when you are halfway around the world. 


Step one in landing an overseas job is to sup- 
ply your prospective agency with an excellent 
promotional package. A few musts for the 
package include: 

Video. We live in a world of technology, 
so before many venues put out thousands 
of dollars to fly your act around the world, 
they’Il want to see exactly what they are get- 
ting. A good current video showing the act 
doing a collage of songs is definite must; ten 
minutes’ worth is fine. You don’t have to 
spend a fortune on a video, but make sure 
you have a quality product. After all, this will 
be your calling card. Think of your video as 
taking the place of a live audition. 

Photos. A professional 8" x 10" that reflects 
your current style and look should be includ- 
ed. There is a very good chance these photos 
will be used for publicity purposes, so take 
the time to make sure your picture looks as 


good as possible. While you are at it, have 
a couple of different poses taken. The com- 
petition can be fierce for press coverage in 
foreign papers and magazines. Some will 
want their own “exclusive poses” for use in 
their publications. 

Audio Tape. A short audio demo tape is 
always helpful. Include a collage of as many 
different styles as you have, but try to keep 
the tape under ten minutes. 

Biography. A short bio of you or the band 
should include any relevant press clippings. 
The bio is used for writing press releases as 
well as proof of employment in securing 
overseas work visas. 

You would be surprised at the number of 
excellent gigs that go to the band with the 
best promo, instead of the best chops. Make 
sure to read that last line again. Sure, it 
doesn’t seem fair, but it is reality in today’s 
marketplace. 

Passport. If you don’t have a passport, 
take the time now to get one before being 
caught in the rush. Jobs fly fast and furious: 
You'd be amazed at the number of high-pro- 
file jobs that get filled in a hurry because 
one group/performer has their passport in 
hand while the other doesn’t. While you’re 
at it, make sure to get four more copies of 
your passport picture taken for visa purposes; 
this will save you an extra trip later. If you 
already have your passport, check that it is 
still valid. Depending on which country you 
are going to, certain vaccinations may be 
required. You might want to get a good phys- 
ical before you go, and ask your doctor for 
his or her advice. 


HURRY UP AND WAIT 


You've done your homework. You have a great 
act, and you've supplied the agency with a 
strong promotional package. Now comes the 
hard part: waiting for the right job to come 
in. Unfortunately, this can take anywhere from 
a day to a lifetime. You never know when the 
job will surface, so it pays to be in a constant 
state of mental mobilization. Some jobs will 
come in literally the next day, while others 
can take up to a year in advance to nail down. 
Since your agency will usually have a large 
number of artists in their files, it’s a good idea 
to check in by phone about once a week with 
a friendly reminder of who you are and your 
readiness to go. Whatever you do, keep your 
chin up and your act tight. If you’ve done all 
of the above, there is a strong chance there 
will be a job waiting for you somewhere in 
this world. 


CULTURE 

While waiting for your ship to come in, take 

the time to learn as much as possible about 

the countries you expect to work in. From 
Continued on page 50 


|! you've been puzzled about choosing the best synth workstation, 
a TS keyboard is the answer to all your questions. 


Where do I get great sounds and General MIDI compatibility? 
When it comes to range and quality of sound, the TS is second to 
none. There are over 700 onboard sounds for every style of music 
including all 128 GM sounds (as well as all 9 GM and GS drum kits) 
for spectacular sounding playback of any General MIDI input. 


Okay. But what about wave expansion? You can load, play, 
and even edit ENSONIQ’s huge library of sampled sounds. With 
our optional SCSI, you have access to hundreds of Megabytes of 
samples on CD-ROMs from ENSONIQ and third-party companies. 
It’s easy to get not only new waveforms, but also new sounds. 


Can I get great effects without buying more gear? No other 
keyboard has better effects. The same 24-bit internal effects processor as 
our acclaimed DP/4 provides the highest quality effects, complete with extensive 
real-time control. 


Solve the Workstation Puzzle 


The ENSONIQ TS-10 and TS-12 have all the right pieces. 
What about sequencing? Our powerful 24-track | H )” 
as a aan alt id editing ak that : oo = N = © N : Cl] 


are exceptionally user friendly. It’s the perfect tool for 
capturing and producing your musical ideas. 


LEADING THE WORLD IN SOUND INNOVATION 


Sounds good. But is it easy to use? You bet! 
The TS continues ENSONIQ’s commitment to 
design instruments that are easier to use and play 


than any comparable keyboard. Choose from two keyboards to suit your 


playing style: the TS-10’s 61-key synth action 
Poly-Key™ keyboard; or the TS-12’s 76-key 


Where can I find out more about the TS? : 
weighted action keyboard. 


Visit your Authorized ENSONIQ Dealer for a demo, or call 
ENSONIQ at 1-800-553-5151. Once you compare its great 


sounds and features to the competition, there'll be no guestion eee ee Cu 
that it’s the best music workstation — the complet r \ 
your musical needs. | \ ) 
Fee ei \ 
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|__| Yes, I’m puzzled. Sendme more \. 
\ Pe on the TS Series. TO sel oa 
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AIS PHONES: £ [_] KS-82  [_] SQSeries 
Name 
| Address 
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| Mail to: ENSONIQ, Department K-45 
155 Great Valley Parkway, P.O. Box 3035, 
\ Malvern, PA 19355-0735 


LOGIC, the sequencing and notation program that has revolutionized professional stu- 
dio circles, is now available for your PC. Musicians looking for the most accurate 
"feel" possible in their performance will find it within the power of LOGIC. 
The tightest timing available on any platform... 
960 ppgn resolution(1/3840 whole note) 
0.0005-9999.9999 bpm Tempo resolution 
Virtually unlimited tracks... 


Only 2 meg of free RAM gives you several thousand tracks, allowing for any kind of 
7 arrangement. 
The Environment Window... 
This uniquely powerful window lets you freely define multi-layered instruments, 
elaborate MIDI mixing consoles and much more. 
Flexible Window Technology... 
The Arrangement, Environment, Event Hyper, Matrix, and Score Editors can 
be interactively and freely combined on your screen. With up to 90 screen- 
sets available at the touch of a single key, this technology is ideal for Micro- 


soft Windows™. 
All of these features, along with freely definable key commands for more than 200 
functions and a Score Editor with printout options that rival dedicated notation pro- 


grams make LOGIC the clear choice for your PC or Power PC. 


When you belong to the Logic Power Circle, the future belongs to you. 


B| cE = 2: 
NG \(C HmlaAGin 
. ...we make computers groove 


DEALER CONTACT: Thinkware, voice 415-7779876, fax 415-7772972 CANADA: Musicware, voice 416-7853311, fax 416-7856416 CUSTOMER CONTACT: 
EMAGIC Inc., 916-4771051, fax 24hr info 916-4771052, Westcoast Product support: voice 415-7381633, fax 415-7381668, Eastcoast Product support: voice 416-3639106, fax 416-3632464 
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history to language to what kind of weather 
to expect, your library or travel agent will be 
an excellent source of information. Remem- 
ber that laws can vary drastically from those 
in the States. Chewing gum is prohibited in 
some countries, sex with foreigners is pro- 
hibited in others; and the fascinating small 
print goes on and on. 


I’VE GOT THE GIG! 

You've just landed a monster gig! You'll be 

leaving in two weeks! Now what do you do? 
Packing. Although it might seem impos- 

sible to pack several months’ worth of clothes 

into two suitcases, it has been done often with 

great success. Most flights leaving the States 


will allow you two pieces of checked bag- 
gage and one carry-on piece of luggage per 
ticket. Make sure to check with the individual 
airline well in advance of your departure date 
for the airline’s exact baggage requirements. 
To save costly overweight charges, make sure 
your checked baggage weighs less than 70 
pounds per piece and meets the dimensions 
of the airline you are traveling on. The next- 
to-last thing you'll want to do is discard items 
from your baggage at the ticket counter just 
to make the weight limit. The last thing you'll 
want to do is fork out the costly overweight 
baggage charge yourself. 

Also make sure to pack clothing that will 
correspond to the climate for the part of the 
world you will be visiting. It’s not a great feel- 
ing to pack heavy winter clothing for your 
January gig in New Zealand, only to find out 
that January is the heart of summer in the 
Southern Hemisphere. Pack smart! 

Always remember, drugs and traveling do 
not mix. Penalties for possession in foreign 
countries can range from prison time to death. 
One of the last things you will hear your flight 
attendant say over the loudspeaker when you 
land in certain countries will be, “Thank you 
for flying with us, and death to drug smug- 
glers.” These people are serious, so you can 
bet you won't have a mint on your pillow if 


you do time in these foreign prisons. 

Costuming. Always dress better than your 
audience; it’s a staple of the performance 
business both here and abroad. A number 
of foreign cities pride themselves on stylish 
fashion, so be prepared. Again, you represent 
America to your audience. Your foreign au- 
dience’s perception of the States has been 
molded mainly through what they have seen 
in movies and television. It’s sad to say, but 
if you perform in a country where reruns of 
Dallas are hot, there is a good chance many 
countrymen will think all Americans run 
around in glittery designer suits, cowboy hats, 
and gowns. This doesn’t mean you should 
load up on a boxcar full of glitz, but putting 
a little extra zing into your wardrobe will en- 
hance your image many times over. Holly- 
wood has given the world a perception of 
the States, so why not add a dash of Holly- 
wood to your wardrobe? 

Gear. Many overseas clubs save money 
in excess baggage charges by investing in 
gear for their club. Depending on the venue, 
musical equipment available for your use can 
vary from one bare stage to a complete setup 
that includes state-of-the-art keyboards, 
drums, amps, P.A.’s, and concert lighting. 

Keyboard players should keep in mind the 
voltage of the electrical system in whatever 
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SAMPLES! 


SOUNDS! 
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Sampling Cassettes! 
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country they plug into. Shocking stories 
abound of absent-minded players frying their 
gear by accidentally plugging in to the 220- 
volt lines. Clubs in such countries will usually 
provide power conversion to 110 for you. Take 
the time to check your connections with an 
inexpensive voltmeter. Don’t discount such 
unseen hazards as a cleaning crew unplugging 
your gear during the night. Always check! 
Make sure your band packs extra batter- 
ies, drum heads, sticks, and cymbals, espe- 
cially when traveling to third-world countries, 
as such items are not always available abroad. 
If you are running sequences, it always pays 
to keep a backup copy of your data in a sep- 
arate location from your gear. Also, make sure 
to pack your gear in solid flight cases as 
though you were carrying nitroglycerine. 
Repertoire. You're home free, right? Not 
quite! Before you hit the first downbeat you 
better make sure you've done your repertoire 
homework. What works well in the States 
doesn’t necessarily work overseas. Foreign 
audiences usually acquaint themselves with 
American music through movies, television 
and radio. One trick to have in your bag is 
to know songs from major motion pictures. 
It’s surprising how film music can melt the 
language barrier. American films show all 
over the world with subtitles, and their theme 


songs can be very popular. Expect to play 
these songs more than you would regularly. 
Since English is a second language in most 
countries, it takes some effort for the listener 
to learn the words and meanings to American 
songs. For this reason, the audience will tend 
to request the same song repeatedly. So be- 
fore you travel, always ask the venue where 
you will be performing for a list of the songs 
favored by its regulars. 

Another nice touch is to learn a song in 
the language of the country in which you are 
performing. Even if you don’t get it exactly 
right, you will gain major points for your ef- 
forts. In fact, it’s a good idea to go a step fur- 
ther, buy a phrase book, and study it before 
departure. When it’s raining at two in the 
morning and you can’t find the bus stop, 
you'll be glad you did. 

Doing your homework can pay off hand- 
somely. Pegasus, the first American band to 
perform in China, took the stage on their first 
night and tore through a tightly rehearsed, 
highly energetic Top 40 set. To their surprise, 
the response was, at best, underwhelming. 
Why? The songs, though popular in the West, 
were virtually unknown in Beijing. The band 
members regrouped, and on their next set 
decided to try more friendly and familiar 
tunes. The song that got the first response was 


the Lionel Richie ballad “Say You Say Me”: 
A couple got up and danced, another fol- 
lowed, and then the multitudes came, all 
dancing to tunes they knew. Since then, the 
members of Pegasus have become the equiv- 
alent of pop stars in China, which in turn has 
led to all sorts of turnarounds in their careers. 
The band has recorded two albums and 
made a television appearance on the Chinese 
version of American Bandstand before mil- 
lions of viewers; its members are recognized 
on the streets of Beijing. Not bad for simply 
adjusting to the room! 


SUMMARY 

Performing overseas can give you memories 
to last a lifetime. If you take the time to do 
your homework in advance, your overseas 
gig will reward you with smooth sailing both 
personally and professionally. Think how 
much of a difference can be made in your 
life by spending a few months sampling the 
fruits of the world. With a little savvy, you 
can keep your bank account full and see the 
world too. Bon voyage! E 

Fd Bazel is vice president of That's Entertain- 
ment International, an entertainment agency 
based in Anaheim, California, specializing 
in overseas tours. 
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Ossi components, concepts © the step-by-step production 
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techniques in THE MUSICIAN'S HOME 
RECORDING HANDBOOK by Ted 


process ® signal routing, processing ® mixing, splitting © 
impedances, balancing signal levels © technologies of analog, 
multi-track © mixed media formats © microphone technology 
© advanced techniques — reverb, delay lines, compression, 


@ hiis new book helps you record high-quality music from MIDI, editing ¢ and more. 


any instrument with the equipment you already own — 
because the Greenwald trick to making great tracks is in 


‘Df you want to be your own engineer and producer at 
home, or just want a better handle on what happens in the 
studio, this is your guide for making great tracks. 


173 pages, illustrated, 8-1/2" x 11", softcover, ISBN 0- 
87930-237-2, item #675, USS19.95 


musicianship, not new equipment. You'll find complex 
recording technologies simplified, giving you essential 
principles and practical techniques, without lots of technical 
jargon and theories. Topics include: 
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Playback of dynamics and repeats 
: _ gives students a sound lesson in 
the nuances and subtleties of music. 


_ Avant garde musicians take note 
 . Encore now supports cross sta 


Zo Talk about an unbeatable new feature. 


Our percussion staff is perfect for 
marching bands. 


| -Here’s something to please even the 
pickiest guitarist: Any music can be 
instantly turned into guitar tablature. 


Finally there’s a simple way to include = Y" =~ i SS 
— compressed rests for groups playing  —s \ \#e = ee ee eee eee 


2 a. 


(OAV be OLE NCA LEA OL RNREAD ATMA 


Encore has the cleanest 


the a nae ee With EPS support, you can 


lace your compositions into other 
| _ applications. 


. You can now have up to 
eight voices per staff. — 


If you can operate a tapedeck, 
you already have all the neces- 

sary expertise to operate our — 
__ playback and |. 


better arrangement. 


When you create music, the last thing 


The Musician's Choice for _ you need is notation software that 


ioesn 't work in harmony with you. 
Composing @ Publishi ing Strange commands. Endless 


petizing menus and parameters. 


PASSE/RT 


he new Encore” 3.0. The 
ation software that takes 


—S—_ See { . finish your music sooner. 


eset ermrt® 


sss Se 


PASSPORT ~ a features. 


. Apple MIDI 
ger support. | 
ack of dynamics ~~ 

peats. Up to eight voices 


es yourself. Call 1-800- 

or Macintosh or Windows. 
She Whether your music leans tow: Bartok or barbershop quartets, 

turning it instantly into beau- 

tiful sheet music on your Encore’s not only a much better arrangement, it’s easily the best notation 

computer screen. software by any measure. 


Encore captures no 
note anything you play on any 
MIDI instrument or sequencer, 


1-800-545-0775 


100 Stone Pine Road, Half Moon Bay, CA 94019 USA: 415-726-0280 
Fax 415-726-2254, Ask about competitive upgrades. 

BeNeLux: 010/41 90 51, Canada: 1-416-785-3311, 

Germany: 07946/776-8, Japan: 06/764-1191. / 


© 1993 Passport Designs, Inc. Encore, Encore 3.0 and 
Anastasia are trademarks of Passport Designs, Inc. 

All other products and brands are trademarks 

or registered trademarks of their 

respective holders. 


ack in the mid-’60s, programming a 
synthesizer didn’t involve computer- 
ized buttons, LCDs, or data sliders. In 


its dawning days, an analog synthesizer 
was a big box with various components mounted 
in panels; the modules were interconnected using 
patch cords. Patching modules together to gen- 
erate a sound took a lot more time than it takes 
to send a MIDI synth a program change, tweak 
a patch by changing a few parameters, or even 
dial new settings on an analog synth like a 
Minimoog, in which the patch connections are 
hard-wired. Programming a modular di- 
nosaur could be one of the most challenging 
— and rewarding — activities any synth 

rogrammer could ever encounter. One 
of the most expensive, as well. During 


One of the most familiar Serge synths, this beast — called 
the Mighty Serge — belongs to and was custom-built 
by new age composer Kevin Braheny, who is also vice- 
president of engineering for the new manufacturer 


of Serge Modular synths, Sound Transform Systems. 
According to designer Serge Tcherepnin, “The orig- 
inal graphics were designed so that there were 
no legends; there were only shapes. The 
shapes represented things like inputs, outputs, 
control-voltage inputs, control-voltage out- 
puts, voltage-processing parts, and audio 
parts. It was very emblematic. Hardly 
any lettering appeared on the face 
plates, only these shapes. They were de- 
signed by Rich Gold. The face plates 
had structure and yet were able to be 
decorated in a very beautiful way.” 


BY MARK V 
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—Serge modular systems 


the heyday of modular synths, systems like 
those from Moog went for tens of thousands 
of dollars. In many cases, the only way to play 
with one if you weren't rich enough to buy 
your own was to attend a large university. 
If you were fortunate enough to have access 
to a Moog or Buchla, you dealt with dozens 
of cables, knobs, and jacks; the ARP 2500 
offered a bank of matrix patchboards. Buchlas 
tended to be smaller, but the 2500, a Moog 
modular, or, later on, an E-mu or Polyfusion 
modular system was huge and cumbersome. 
Some were so large they covered an entire 
wall. At the same time, a Moog, Polyfusion, 
or E-mu likely resembled an old telephone 
switchboard. 

Thankfully, there were synthesizer enthu- 
siasts who decided modular systems didn’t 
have to be so big and expensive. One such 
person, French-born Serge Tcherepnin (pro- 
nounced tcher-epp-nin), developed a system 
that bore his name and became renowned 
for its compactness, power, sonic excellence, 
and affordable price. 


» LANTING THE SEED. The sys- 
tem’s development began in the 
‘70s in Southern California, 
where Tcherepe in was a Sabena 
at the newly founded Californtats itute for 


the Arts. “There were three ibis studios 


and a political hierarchy that had control 
over getting into them,” recounts Rex Probe, 
who joined Tcherepnin very early in the ball- 
game. “You swabbed the decks to get some 
time, but basically certain composers had 
priority and it was somewhat difficult to get 
any time on the machines, much less take 
them out to do anything live. One evening, 
Serge, Randy Cohen, and Richard Gold were 
driving in an old beat-up car down La Ciene- 
ga Boulevard in Hollywood. They were com- 
plaining about the cost of large modular sys- 
tems, which were the only synths that were 
available at that time, and saying the only 
reason they were in an institution was so that 
they could get their hands on such electronic 
tools. They concluded that they should build 
a modular synthesizer for the people that 
would be both inexpensive and powerful. 

“We built the first one in Serge’s home. 
| remember taking the frying pan from his 
kitchen stove, scraping out the eggs, and 
putting in solder to do the first hand-dipped 
prototypes. All the printed circuit layout tap- 
ing was done by Randy and Richard. Serge 
stayed up for days and days cranking out the 
schematics, getting the component palate rich 
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VITAL STATISTICS 


ee ee 


DESCRIPTION: Modular sales synthesizers eae bys Serge Iherecaie 
Many of the modules are multifunctional, depending on the way they're patched 


into an audio or control signal chain. 


SELECT MODULES: New Timbral Oscillator, Variable Q VCF, Variable Slope VCF, 
Variable Bandwidth Filter, Quad Channel Panner, Resonant Equalizer, Ring Modu- 
lator, Frequency Shifter, Dual Phase Shifter, Triple Waveshaper, Wave Multipliers, 
Dual Envelope Detector, Analog Shift Register, Divide by ‘N’ Comparator, Dual 
Schmitt Trigger, Smooth & Stepped Generator, Noise Source, Dual Random Voltage 
Generator, Quantizer, 4-, 5-, 6-, 7-, or 8-Stage Sequencer Programmer, 8 x 2 Se- 
quencer, Touch Keyboard Sequencer, CV 8 MIDI-to-Analog Voltage Converter (intro- 


duced in 1993). 


MANUFACTURER: First 20 were assembled at the California Institute of Arts in 
Valencia, California. Production continued in Serge Icherepnin’s house in 
Newhall/Saugus, a suburb of Los Angeles, and later on Western Avenue in Los 
Angeles. Serge Modular business moved to Fillmore and Haight in San Francisco in 
1980. Serge production continues today in Oakland, California. 


ES SSIS RAESERSE SSR EVS SPESEVSELERE RD TLECS HSER FUSED ELSES ES ERED ED EPS ES ELIS ES ELIRS ERIS ES SL ERS ESE SES ES ESS SS ES ESSDS EL ESS ES FRE LS ES SRS ES FS ESS ES ES SSS ES ED SSS ES TSS SS > D © 2 : 


CURRENT CONTACT: Sound Transform Systems, 1615 Broadway, Suite #712, 
Oakland, CA 94612. (510) 465-6896. Fax (510) 465-4656. 


EP EPPS ISS ERICS USERS DS ER ELSES ERSERSERER SRS ES ESS USERELRS ES SLEDS ES EROS ELELSE ESE RSLS ES ERLESL ER ELSES EELS RAE SRS LS ESE LS LS ESSER SRS ELSES SES ES SSS ES ELSES ES ESSE SES SS 8 2S ES SS 8 ESS 


NUMBERS MADE: Hundreds (total unknown because records haven't been kepi). 


SELES SELLS ER ILSRS ES ELS RS EREVS EDL ESSERE ER ELERS ESSERE RS ER ELSES ESSERE ER ELIS EL ELSE ESSER ELSES ELSES ESR EL SLS ES SRLS ERS LESS ES SRS SS ELSRS SELES SES ELER SES SLES SSS ES SES ES SSS 2 9 2 9 


ORIGINAL RETAIL PRICES: 250 for a three-panel system, about $5,000 for 


a four-panel system. 
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CURRENT USED SERGE VALUE: $1,000 to $2,000 on the street, $3,000 to 


$6,000 from a dealer. 


INSIDER INFORMATION: Will “Stonewall” Jackson a Ether Ship os his Serge , 
system out with Greenpeace and played it through underwater speakers to the 


whales. . . 


. Rex Probe, who is now in charge of Serge Modular production, was 


an assembler of Serge Icherepnin’s first synthesizers. During the ‘80s, Probe co- 
founded Salamander Music Systems (SMS) with Dennis Sapputelli in order to pro- 
duce the Voice 400 expander module and a “hardcore touring” analog/digital 
modular system with voltage-controlled dynamic FM, an analog delay line, and pro- 


grammability. . . 


. Keyboard senior associate editor Jim Aikin sold his Serge Modu- 


lar to a dealer who sold it to Vince Clarke; it later appeared on the cover of British 
music magazine Sound On Sound with a mannequin masquerading as Clarke. 


enough to call ita modular system, and the 
prototype circuit boards were all dip-soldered 
in the kitchen. This took place out in Newhall 
or Saugus, California, an L.A. suburb in the 
high desert near the campus of Cal Arts.” 

Was Probe a student or a professor? Nei- 
ther. “I was an ‘outside agitator.’ An outside 
agitator decides that there’s a lot of interesting 
people and a lot of facilities there at the 
school. | remember making patch cords for 
Morton Subotnick so | could get my hands 
on the keys to the Buchla lab.” 


After creating the prototype, Tcherepnin 
arranged for a coalition of students, profes- 
sors, and outside agitators to assemble about 
20 synths on the Cal Arts campus. “Our 
construction center was a four-foot-wide sec- 
ond-floor balcony with a railing that sur- 
rounded this 100-square-foot courtyard,” 
Probe recalls. “We set tables up with just 
enough room for us to back our chairs up 
before we bumped into the practice rooms. 
We were sleeping in the practice rooms. | 
don’t think we were really supposed to be 


doing this. We'd switch the test benches 
around from room to room so nobody 
would find out what was going on. There 
were about eight or nine of us working on 
the building of the first units: Randy Cohen, 
Richard Gold, Naut Human (from Rhythm 
And Noise), Will ‘Stonewall’ Jackson (with 
Ether Ship), myself, and a few other people. 
The idea was, you paid $700 up front, you 
worked on the solder lines, and you’d get 
yourself a six-panel system at the end of this 
mass construction period. This went on for 
four or five months.” 

What was this early synthesizer like? 
“There wasn’t a keyboard,” Probe explains, 
“but a sequencer/programmer. There were 
four buttons per hand that you would use 
to manipulate voltages, so it was like playing 
a sequencer manually. The synth had three 
oscillators with voltage-variable waveshapes, 
and there were some unique modules that 
nobody had ever seen before. Serge’s forte, 
in my opinion, is unique-sounding filters 
— a wide variety of them — and wave pro- 
cessing modules. The standard voice in 
many synthesizers comprises an oscillator, 
a filter, and then the VCA. Serge added an- 
other section between the oscillator and the 
filter, called the Wave Processor section. You 
can change the timbre of the sound with 
it. On other synths, you can only alter the 
sound at the oscillator using frequency méd- 
ulation, or with a filter or amplitudefnod- 
ulation of the VCA. Otherwise, thefe hasn’t 
been anything to really extend Me richness 
of the waveforms, except nfaybe for ring 
modulators. On a Serge, You’ve got six or 
seven inputs into which/you can stick either 
audio signals or confol voltages — or both 
— and modulatg’the timbre to get some 
very rich tone” 


e ITIAL GROUNDWORK. Ac- 
tually, these early Serge synthe- 

: sizers — called “Tcherepnins” by 
their assemblers — weren’t their 
creator's first excursions into electronic music 
instrument building. “I was very interested 
in noise-making and things like old tape ma- 
chines back in the ’60s,” Tcherepnin says. 
“| grew up when tubes were around, so | was 
essentially self-taught in electronics. As a 
composer, | started doing electronic tapes 
in the ’60s and noticed that | could use a lot 
of things around me, like transistor radios, 
which | would re-adapt for use in making 
electronic noises. | started with what some 
people would call ‘junk electronics.’ At a cer- 
tain time, | became aware of people like 
Robert Moog and Don Buchla, as well as a 


group of people at Yale University who de- 
veloped a really wonderful electronic music 
synthesizer called the Pulsar. 

“After attending Harvard and Princeton, 
where | studied music and physics, | started 
teaching at New York University. Meanwhile, 
| kept up my interest in electronics at a hob- 
by level. Eventually, | went to the California 
Institute of the Arts, where | taught music 
composition and things like that. | was still 
interested in the nitty-gritty of electronics, 
because | was more interested in what the 
electronics could do for sounds than trying 
to shape a musical instrument using eleg 
tronics. | placed myself in the opposite Zor- 
ner from people like Moog and mo¢ other 
synthesizer manufacturers, becayse my in- 
terest was to see what could Zome out of 
the electronics rather than #ying to shape 
new instruments to makef/ld sounds. | was 
never interested in sapfplers or keyboards, 
because eventually We emphasis was always 
to duplicate exis#hg sounds. | was more in- 
terested in nofSe and why distortion hap- 
pened. | thik, for example, that the fuzz box 
was a gyéat invention. 

“Infhe early days, | was really interested 
to se how much could be done with as little 
and as elegantly and unusually as possible. 
At Cal Arts, we developed a kit that consisted 
of four or five panels of modules which was 
more than equivalent to a Moog or Buchla 
system that might have taken up nine square 
feet of space and cost $15,000. | have always 
wanted to give as many possibilities of the 
electronics themselves to people. When | de- 
signed a new module, | would say, ‘Let's see 
how many things | can bring out of the elec- 
tronics for people to use.’ It usually ended 
up as this incredible monster which has a 
lot of openings [inputs and outputs] and a 
lot of controls. 

“The second thing whenever | tackled a 
module, | always took it upon myself to get 
the best performance out of the product. | 
ended up doing a lot of work on perfecting 
modules that had essentially been designed 
before, but when | took them over, | went 
from the point of view of a person who want- 
ed to do very high-quality products. 

“At Cal Arts, | was associated with people 
like Morton Subotnick and Marianne Amach- 
er, who used to love Moog products. | 
worked with her and got to know what the 
problems were with some of the Moog 
equipment she liked. The same thing with 
Morton Subotnick; | built custom modules 
for him for his environmental works. 

“Eventually | left my teaching position and 
continued doing my synthesizer for people 


* 


like Stevie Wonder and Malcolm Cecil. But 
| kept very non-commercial so that the com- 
pany never really got very big. | started the 
Serge company in 1975 with the first gen- 
eration of products that we had developed 
in kit form with my students. The kit was so 
successful that the company grew out of it.” 


OWER SERGE. After several 
successful years in the West Hol- 
vood area, Serge made a 
move. “| Rackwanted to leave for 
San Francisco for a long time, anthstagk the 
opportunity in 1979, when the company was 
still small. | have a history of leaving the com- 
pany to get away from it to let it go on by 
itself. For one year, Serge was taken care of 
in Southern California by Kevin Braheny, Dar- 
rell Johansen, Paul Young, and several other 
people. They joined me again in 1980. Then 
we started working in earnest, especially 
since | had to make a living. They continued 
with me until about 1984. At that point, by 
necessity, | had to continue by myself with 
much less high-level help.” 

Although production of modules never 
totally ceased, entire modular systems weren't 
made from 1986 until last year. Meanwhile, 
Serge had other interests. “In ’83, | started 
doing a lot of consulting and designed some 
electronic toys. In 1986, | became interested 
in publishing. By the way, | was a composer 
until 1968, when | essentially retired. | began 
to do publishing in 1986, and | returned to 
musical composition early in 1993.” 

Today, Serge spends most of his time in- 
France with his family, although he sometimes 
returns to San Francisco. Sound Transform Sys- 
tems’ Rex Probe, who assisted in making the 
earliest Tcherepnin synths at Cal Arts, took 
over production of the entire Serge line last 
year. Probe, who ran another synthesizer com- 
pany called Salamander Music Systems during 
his hiatus from Serge, speaks of Tcherepnin’s 
synthesizer design: “The Serge system is more 
closely related to the Buchla system than any- 
thing else, due to the fact that there is voltage 
scaling on every module in both positive and 
negative quandrants. Basically, you could in- 
vert the control voltage at every input and 
scale it, unlike many of the other systems. The 
intention of scaling was to keep everything 
nice and controlled. 

“On Don Buchla’s first machines, you 
controlled the scale of the note per note [that 
is, each note had to be tuned separately], so 
it was like a touch sequencer with arbitrary 
scaling. Then you’d scale it further in each 
oscillator. The Serge is similar. The difference, 
though, is that Serge, in the late-’70s designs, 
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—Serge modular systems 


became interested in certain standards of con- 

trol as well.as maintaining the wide-open 
standard. So he added the one-volt-per-octave 
tracking on his oscillators and filters and some 
of the precision LFO stuff. 

“One thing Serge did was bring into his 
system a level of precision. In order to get 
high stability with tracking groups of oscil- 
lators, his design of the New Timbral Oscil- 
lator, the NTO, became a high statement of 
analog music oscillators in that it could be 
swept across its full range without switching. 

Many other systems had an octave-select con- 
trol ou deviate within that octave. 
The Serge has a jnuOUs sweep of 
1,000,000-to-1 or more — from 
100kHz — without range switching. It also 
has one-volt-per-octave tracking, so you can 
go hog-wild, and then limit the hog-wildness 
and go right into one-volt-per-octave tracking. 
You had the best of both worlds. Serge de- 
signed what is in my estimation one of the 
finest discrete music oscillators. 

“He also established a new standard of volt- 
age-controlled amplifier. At that particular time, 
the VCA was one of the weakest parts of the 
signal chain in any synthesizer. Serge came 


up with a unique circuit and unique imple- 
mentation that allowed much better dynamic 
characteristics. In other words, lower noise 
and better-sounding than what was available 
at the same time period. It was the second se- 
ries of Serge Tcherepnin’s synthesizers that be- 
came the Serge Modular Systems during his 
time at Western Boulevard in Los Angeles. 
That’s when he was in full production and had 
a small staff of dedicated assemblers.” 

According to Tcherepnin, the second 
generation of synth modules designed in 
Southern California is the same as that still 
being produced now, “except for modules 
done by Rex Probe, who's taken over build- 
ing the systems.” 


EFLECTIONS OF A MASTER 
SYNTH BUILDER. We've 
heard Rex Probe praise Serge 
Tcherepnin’s synthesizer designs. 
Of what was Tcherepnin most proud? “I’m 
proud of the wave-shaping aspects that | did, 
which originally were inspired a bit by Buchla 
and a bit by the fuzz box. | discovered many 
types of changes that you could make very 
simply and very elegantly to change the 
sound. I’m also really proud of the overall 
system concept, which was not to use music 


as the basis for making choices, but using 
electronics as the basis. That originally came 
from meditations on decisions made by other 
manufacturers, where all kinds of neat things 
were hidden in the electronics, which needed 
only bringing out in order for them to be 
used. When | was a kid, one of my very first 
synthesizers was a transistor radio that | mod- 
ified by hooking up jacks to sensitive points 
on the circuit-board traces that could be al- 
tered to make an incredible sound-effects 
generator. | put tiny little jacks to very sensitive 
spots in the radio and used capacitors and 
resistors. That was when I was more artistic. 
That was the essence of my interest. 

“If you take a subjective look at one of my 
synthesizer systems, you'll notice that there 
are more banana jacks and stackable patch 
cords than anything you've ever seen before. 
That was the essence of the system, the ability 
to connect anything to anything else, as long 
as it might be interesting. 

“The third thing I’m proud of is, of course, 
the cleanliness of all my musical modules. 
For example, the modulators | took one step 
further than [Harald] Bode, and there are re- 
ally clean electronics in that. | guess the fourth 
thing that I’m proud of is the fact that | did 
this continually instead of getting a job.” E 
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FREE SOUNDS: 


Yamaha SY85 


Professional PCM Samples 
5-pack: $53.95 Retail: $89.95 


SY8S01 PCM Sampler 

5-pack includes Acoustic Guitars, 
Dyno Rhodes, Full Violin Section, 
French Horn Ensemble and Violas 
Attack. Titles also sold separately. 


Each disk: $9.95 


Retail: $19.95 


Yamaha SY85 


Professional Voices 


DISK: $19.95 retail: $39.95 


SY801 Super R&B 

$¥802 Country/Acoustic Folk 
$Y803 Hybrid Textures 
$¥804 Radical Film Textures 


Yamaha SY99 


Professional PCM Samples 
5-pack: $44.95 ress: se9.95 


SY9501 Guitar & Bass | 
$Y9502 Guitar & Bass II 
$¥9503 Orchestral | 
$¥9504 Orchestral II 
$Y9505 Synths | 
SY9506 Synths II 
$¥9507 Ethnic 

SY9508 Drums 

SY9509 Claviers 
SY9510 Brass & Reeds 
SY9511 Grand Piano/Dyno Rhodes 


KOR 


Korg 03R/W 
DISK: 24.95 Retail: $49.95 
ROM: $49.95 retait: 599.95 


3R01 Symphonic Collection 
3R02 Modern Synthesis 
3R03 Urban Dance/Pop 
3R04 Radical Film Textures 
3R05 New Age Textures 
3R06 Acoustic Set 

3R07 Stage & Studio 

3R08 Country/Folk/ Acoustic 


Korg 01/W 
DISK: $24.95 Retail: $49.95 
ROM: $49.95 retail: $99.95 


OWO01 Symphonic Collection 
0W02 Non-Linear Explorations 
0W03 Urban Dance/Pop 
0W04 Radical Film Textures 
OWO05 New Age Textures 
0W06 Acoustic Set 

0W07 Modern Synthesis 
0W08 Industrial Cybertech 
0W09 Stage & Studio 

OW10 Country/Folk/Acoustic 


YAMAHA 


Yamaha SY99 


Professional voice banks 


DISK: $19.95 retail: $39.95 


SY901 Radical Film Textures 
$Y902 Vector Emulations 

SY903 Super R&B 

SY904 Rock, Pop & Roll 

SY905 Killer B3’s 

SY9CO1 Library Pack only $74.95 


Yamaha SY99 


Optimized SY77 voices 
(320 each) 


DISK: $74.95 retait $149.95 


SY971 Pop/Rock/R&B 
SY972 Atmospheric/Film 


Yamaha 
SY77/1G77 
DISK: Sl 9.95 Retail: $39.95 
ROM: $59.95 retai: $119.95 


SY/TG701 Alchemy Collection 
SY/TG702 Platinum Collection 
SY/TG703 Manhattan Collection 
SY/T6704 California Collection 
SY/TG705 Rock & Roll Classics 
SY/1G706 Atmospheric Textures 
SY/1G707 Pop Music Collection 
SY/16709 Urban Dance/Pop 
SY/1G711 Progressive Analog 
SY/T6712 Dual Element Drums/Percussion 
SY/16713 Dreamtime Collection 
SY/TG714 Killer B3’s 


Wavestation 
DISK: $24.95 Retail: $49.95 
ROM: $47.95 retuit: $94.95 


WSO1 New Age Collection | 
WS03 Vector Atmospheres | 
WS04 SY77 Impressions 
WS05 “Granular” Emulations 
WS06 Hybrid Synthesis | 
WSO7 Vector Atmospheres II 
WSO8 New Age Collection I! 


Wavestation 
A/D 

DISK: $24.95 Retail: $49.95 
ROM: $47.95 retail: $94.95 


ADO} Super Vocoder 
ADO2 Animated Orchestra 
AD03 Pop/Rock 


Yamaha 
SY77/1G77 


(continued from last column) 
SY715 Radical Soundtrack 

SY716 Industrial Cybertech 

SY717 Symphonic Collection 


Yamaha 
SY22/1G633 


128-voice dual banks 
DISK: $39.95 


Retail: $79.95 


ROM: $74.95 


Retail: $149.95 

$Y201 SY77 Impressions 
$Y202 Proteus Impressions 
SY203 Vector Atmospheres 
$Y204 Ultimate Top 40 
16301 R&B/Industrial Vector 
16302 New Age/Orchestral 


Yamaha 
SY55/TG55 
128-voice dual banks 

DISK: $39.95 retail: $79.95 
ROM: $74.95 ietait 5149.95 


16502 Modern Artist Sndscapes 
16504 Modern Analog Sndscapes 


Yamaha V50 
DISK: Sl 9.95 Retail: $39.95 


‘501 New York Collection 


V502 New Age Collection 
¥503 Los Angeles Collection 
V504 Multi-Timbral Collection 
V505 Down Under Collection 
¥506 Urban Pop/Industrial 


Korg T Series 
Dual banks 


DISK: $34.95 


Retail: $69.95 

T101 Soundtrack 

T102 New Age 

1104 Classical Organ Collection 
T105 PopFunkHouseRapRock 


Korg T Series 
PCM disks 
5-pack: $39.95 


Retail: $79.95 

1501 The Elements 

1502 Sound Effects 

1503 Musical Effects 
1504 Fusion/Jazz/Ethnic 
1505 Rock/Pop Drums 
T506 Brass 

1507 Classic Keyboards 
1508 Orchestral 

1509 Plucked 

1510 VS 

Note: (06-10: $71.95 (retail $89.95) 


Korg $3 
DISK: $17.95 retail $34.95 
ROM: $44.95 retail s89.95 


$301 Pop/Rock 


Yamaha TX802 
DISK: $19.95 


Retail: $39.95 

80201 Soundtrack 

80202 MIDI Guitar Voices 
80203 Power Synths 
80204 MIDI Wind Voices II 
80205 L/A Voices 


Yamaha DX7IIE! 


Grey Matter equipped 
DISK: $45.95 retail: s89.95 


7£02 Super E! 


PKG: $55.95 retai:si09.95 


7EOOL Super E! Survival Kit 


Yamaha 


DX7/TX7 
DISK: $24.95 retail: 49.95 
CART: $39.95 retail: 579.95 


0703 Soundtrack & L/A Voices II 
0704 Super L/A Voices 
0705 Stage & Studio Collection 


Yamaha 


DX7II Series 
DISK: $15.95 retail: $29.95 


701 Soundtrack 

702 Top Forty 

703 Classic Synths 

704 L/A Voices II 

705 Pianos and Guitars 
706 Soundtrack II 

707 Keyboard Collection 
708 Super L/A Voices 
709 Symphonic Collection 
710 Classic FM Voices 
711 New Age Collection 
712 Super R&B 


Korg M1/MIR 
DISK: $17.95 Retail: $34.95 
ROM: $44.95 retail: 589.95 


M101 New World Collection 
M102 Film Textures 

M103 Synthesizer Collection 
M104 New Age Collection 

M106 MASTERAM 100 Collection 
M107 Classical Organs | 

M108 Acoustic/Folk 

M109 Pop/Rock Collection II 


Korg M1Rex 
DISK: Sl 7.95 Retail: $34.95 
ROM: $44.95 retail: sa9.95 


REXO1 Super R&B 
REX02 Classical Organs II 
REX03 Sonic Landscapes /FX 


Yamaha DX11 
DISK: $9.95 retail: 519.95 


1101 Designer Series 
1104 Digital Synths 


Yamaha TX81Z 
DISK: $9.95 Retail: $19.95 


81201 Designer Series 

81202 R&B Dance 

81203 Guitars, Guitars!* 
81204 Digital Synths 

81205 Custom Wind Voices I* 
81206 L/A Collection** 

81207 Classic FM Collection** 
81208 TV/Film Collection** 
81209 Soundtrack Collection** 
*03, 05: $13.95, retail $24.95 
**06-09: $23.95, retail $39.95 


Yamaha TX16W 
DISK: $9.95 Retail: $19.95 
5-pack: $31 5 Retail: $69.95 


Call for available titles! 


CD-ROMS/SAMPLE CDS 


Sound Source is now an official Greytsounds 
and Audioquest dealer! 


Greytsounds 
SALE: $219.95 retail $299.95 


Choice CD-ROMs for SampleCell, $1000/1100, 
Emax II, K2000 and Peavey SP 


AudioQuest 
SALE: $74.95 retail: $99.95 


Classic Synths & Beatboxes Breaks, Grooves & 
Rhythms, FX & Bizarre Samples 
Sample Wave Sounds & Textures 


Korg M3R 
DISK: $17.95 retail: 334.95 
ROM: $44.95 Retail: $89.95 


M301 Pop/Rock Collection 
M302 Multi-Timbral, Vol. 1 
M303 Radical Film Textures 


Korg Al 
DISK: $19.95 retail: $39.95 
ROM: $44.95 retail ss9.95 


A101 L.A. Super Session 


Korg A3/A2 


Guitar tones 


DISK: $19.95 retai: $39.95 
ROM: $44.95 Retail: $89.95 


A301 Guitar Heroes Studio Collection 


HR-16/SR-16 
DISK: $14.95 retail s29.95 


HR/SRO1 Rap, R&B & Industrial 


BUY ANY THREE ROM CARDS OR DISKS 


JV-80/880 
DISK: $24.95 Reto 549.95 
ROM: $49.95 Retail: $99.95 


JV801 Country/Folk/Acoustic 
JV802 Animated Textures 
JV803 R&B Synths 

JV804 Hybrid Textures 
JV805 Sequencer Companion 


Roland JD-800 
DISK: $24.95 Retail: $49.95 
ROM: $49.95 retui: $99.95 


JD801 Urban Pop Collection 
JD802 New Age Collection 

JD803 Film Textures 

JD805 Progressive Artist Collection 
JD806 Jupiter Textures 

JD807 Hybrid Textures 


Roland 
D-50/D-550 
DISK: Sl! 7 95 Retail: $34.95 
ROM: $47.95 retail: $94.95 


D501 TV/Film 

D502 Power Synths 

D503 Dance Mix 

D506 Producer Series 

D507 Artist Series 

D508 Super R&B 

D509 Atmospheric Textures & FX 
D510 Acoustic/Folk 


E-mu 

Proteus MPS 
DISK: $19.95 retai: $39.95 
RAM: $49.95 Retail: $99.95 


MPSO1 Acoustic/Synth Collection 
MPSO2 Classic Synth/FM 


E-mu 
Proteus/1/XR 
DISK: $14.95 


Retail: $29.95 

PEOT IBM/C1 Editor/Librarian/Sound pkg, 
only $59.95 (reg. $89.95) 

P101 Fantasy Textures 

P102 K1000 Impressions 

P103 Top 40 

P104 Acoustic Collection 

P105 Classic Synth 

P106 FM Textures 

POTL Library Pak 1 (101-103)...$54.95 

PO2L Library Pak 2 (104-106)...$54.95 


E-mu EMAX 


Samples 
5-pack: $34.99 


Retail: $69.95 
EMX501 Multi-Timbral Collection 
EMX502 Drum/Bass Library 


AND GET A FOURTH TITLE FREE! 


(FREE TITLE ON DISK FORMAT ONLY) 


Se ee 


ROLAND 


Roland D-70 
DISK: $19.95 retail $39.95 
ROM: $49.95 retail: $99.95 


D701 Proteus XR Impressions 
D702 Atmospheric Textures 
D703 Synthesizer Collection 
D704 Artist Series 

D705 Industrial Cybertech 


Roland 
D-110/20/10/5 


Performance series 


DISK: $14.95 etait $29.95 
ROM: $44.95 retait 529.95 


D101 Dance Mix 

D102 Digital Synths 

D103 New Age 

D104 MultiTimbral Artist 

D-20/10/5 banks start with prefix “D2.” 
ROMs not available for D-110 


Roland 
U-20/U-220 
DISK: $14.95 etait $29.95 
ROM: $44.95 Retail: $89.95 


U201 Artist Series 
U202 Stage & Studio 


Roland MT-32 
DISK: $9.95 etait: $19.95 


MT01 Multimedia Collection 
MT02 Top 40/Dance 


SoundCanvas 
$C-55 SoundPalette Series 
DISK: $19.95 retail: $39.95 


$CO1 Hybrid/Alternative 

$(02 Film/New Age 

$(03 Stage & Studio 
SoundCanvas video only $29.95! 


Order direct from Sound Source! 


All prices good throughout North America only. 
Dealer inquiries invited. 


(800) 877-4778 


Call Mon-Fri, 8 to 5:30 Pacific time. 


$Q-1/ S0- # 
DISK: $24.95 retail: 549.95 
RAM: $49.95 Retail: $99.95 


$Q01 MASTERAM Collection | 
$002 Film Textures 
$Q03 R&B/Top 40 


Ensoniq EPS16 


Plus pu Sample 5-packs 
5-pack: $39.95 retai $7995 


EPS516 Atmospheric Collection 
EPS517 Waveform Construction Set | 
EPS518 Waveform Construction Set II 
EPS519 Pop/Rock Drums 

EPS520 Horns, Natural/Synth 
EPS521 Acoustic/Electric Collection 
EPS522 Famous Synths | (Analog) 
EPS523 Famous Synths II (Digital) 
EPS524 Famous Synths III (Hybrid) 


YOUR USER’S MANUAL! 


Sound Source offers a complete 
selection of Katamar Publishing's 
acclaimed “How-To” books. These 
helpful alternative manuals are the 
perfect gift for programmers and 
players of all levels. 


Korg 01/W, WS, T-Series, M1, M3R 

Roland JV-80, J0-800, D-70, U-20, 
U-220, D-10/20/110 

Yamaha SY99, SY77, SY55, SY22, 
DX7, TX802, DX7II/FD, TX81Z 


Kawaii K4/k4r, Kl 
Ensonig \VFX, EPS/16+ 


Call for titles! 


2985 E. Hillcrest Dr., Suite A, Westlake Village, CA 91362 
(805) 494-9996 © Fax (805) 495-0016, 496-4917 © BBS (805) 373-8589 


Standard shipping rates: $4 for continental U.S., $8 for Canada & Mexico. Federal Express is available (call). Color catalog & price 
list, send $3. Visa/MC/AMX, checks (2 week hold) g money orders in U.S. funds accepted. Allow 2-4 weeks for delivery. Now that the 
CyberPunk Command has taken a more direct approach, the CPC Decree of Institutionalized Competitive Standards has been amended. 

Thus, V-Sector mutants are toast. 


VEX’ yi SD-1 
DISK: $34.95 Retail: $69.95 


V101 Samplers & Synthesizers 
V102 Super Stage & Studio 
¥102 is compatible only with VFXSD/SD-1 


EPS Ix 2x 4x 
5-pack: $31.95 rerais64.95 


15 different 5-packs include: 

Synthesizers, Orchestral, Symphonic, Rhythm 
Section, M1 Classics (I-VI), 

U-20 Collection (I-II), DX7 Classics (I-IIl) 


Kawai K4 Series 
DISK: Ss! 9.95 Retail: $39.95 
RAM: $49.95 retail: $99.95 


K403 MASTERAM Collection 1 
K404 MASTERAM Collection 2 
K405 Stage & Studio Collection 
K406 Pop/R&B 

K407 Radical Film Textures 


Kawai K1 Series 
DISK: $17.95 retai: $34.95 
RAM: $44.95 retail 589.95 


K101 Platinum Collection 
K102 Fantasy Collection 
K104 MASTERAM Collection 1 
K105 MASTERAM Collection 2 
K106 Orchestral Collection 


Kawai XD-5 
DISK: $24.95 retui: $49.95 
RAM: $89.95 Retail: $109.95 


XD501 R&B/Pop 
XD502 Rock/FX 


Kurzweil K2000 
DISK: S$] 9.95 Retail: $39.95 


K201 Hybrid Textures 
K202 Modern Synthesis 
K203 Stage & Studio 

K204 Radical Film Textures 


Casio VZ/PG380 
DISK: $24.45 Retail: $49.95 


VZ01 MASTERAM Collection | 


CASIO CZ RAMS 
NOW AVAILABLE! 


Hard to find RAM cartridges for the (Z-101, 
1000, 3000, 5000 and (Z-1 models. 


DISK: $24.45 retail: 549.95 


CZ01 MASTERAM Collection, Vol. 1 
(Z02 MASTERAM Collection, Vol. 2 
(Z03 MASTERAM Collection, Vol. 3 


BLANK 
RAMS 


Yamaha RAM 6 (SY/TG) $69.95 
Korg RAM (all but 01, 03R/W) $74.95 


Korg SRC512 (01/W, 03R/W)..........$114.95 
Roland 32K RAM (JV, JD, D) $54.95 
E-mu RAM (Proteus MPS) $74.95 
Ensonig 16K RAM (SQ) $59.95 
Kawai 8K RAM (K1 series) $44.95 
Kawai 16K RAM (K4, XD-5) $59.95 
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ILLUSTRATION BY STEVE WACKSMAN 


POWER PC US PENTIUM 


that reality means for musicians — we spoke 
with major vendors of MIDI and digital au- 
dio hardware and software on both sides 
of the Mac/Windows fence. The truth is, nat- 
urally, a little more complicated than what 
you see in the ads. Both these new CPUs 
are fast, but each is faster at some things and 
slower at others. Depending on how you 
use your computer, buying either might be 
a mistake — at least this year. 

Before we get down to cases, here’s one 
general tip: If you just do straight MIDI se- 
quencing work, not digital audio or notation, 
there are better places to spend your money 
than on a cutting-edge CPU. Just running 
a sequencer won’t make a 486 PC or a Mac 
Quadra break a sweat. 


POWERPC AND POWERMACS: NOT 
READY TO JAM 

From Apple’s ads, you might get the impres- 
sion that the PowerPC is the universal com- 
puter. Let’s dispel that one right away. Con- 
figured with 16Mb of RAM and a copy of 
SoftWindows, the new PowerMacs can run 
some DOS and Windows software almost 
as fast as a 486SX/20 PC. That's a big im- 
provement over older Macs, which ran PC 
software slower than the pokiest old 286, 
but it’s still a lot slower than entry-level 
486SX/33s — which cost about half of what 
a Windows-capable PowerMac does. More- 
over, PowerMacs currently can’t run Win- 
dows MIDI or digital audio software at all, 
or take PC add-in boards. You want Win- 
dows, stick with a PC. 

Another source of confusion in the ads 
is this business about “native” software. Apple 
claims that PowerMacs will run applications 
two to ten times faster than a Quadra, but 
that’s only if the app has been “accelerated” 
for PowerPC. To understand what they're talk- 
ing about, let’s take a quick look at how the 
PowerMacs work. 

Previous Macs were all built around Mo- 
torola’s 68000 family of CPUs. The 68000 
was used in all Macs up to the SE, the 68020 
in the first Mac II, the 68030 in later Mac Ils, 
and the 68040 and 68LC040 in the Quadras. 
Since each new CPU was very backward- 
compatible with its predecessors, it wasn’t 
too difficult for software vendors to adapt their 
applications as the Mac evolved. 

In a radical break with that tradition, the 
PowerMacs are built around the new Power- 
PC CPU family being developed jointly by 
Motorola, IBM, and Apple. The good news 
is that the first member of that family, IBM’s 
PPC601 (used in all current PowerMacs), is 
much faster than the 68040. The bad news 
is that the 601 is not the least bit backward- 
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POWERMAC UPGRADE OPTIONS 


The following is a list of the 68040-to-PowerMac upgrade options Apple is currently 
offering. The company has announced that some sort of upgrade option (probably 
a card) will be available for the LC/Performa 475, 476, 550, and 575 and Quadra 
605, but no details were available at press time. 

The upgrade card costs $700, and uses your existing RAM. Your upgraded com- 
puter won't be as fast as a PowerPC, since the 68040 logic board isn’t as fast as 
one specifically designed for the chip, and (in some cases) the CPU runs slower. 
(Note that the 610, 650, and 800 can be upgraded by either an upgrade card 
or a logic board swap.) 

The logic-board swaps cost around $1,000, $1,500, and $1,900 (including in- 
stallation and 8Mb RAM). The PowerMacs use 72-pin 8Ons SIMMs, so you can trans- 
plant memory only if your current Mac uses the same type, rather than the old-style 
30-pin SIMMs. Check with the vendors to see if your NuBus boards will work after 
a logic-board upgrade. 


80MHz 3-slot logic board Quadra 800, 840AV 


66MHz 3-slot logic board llvx, Ilvi, Performa 600 


Quadra/Centris 650 

60MHz 1-slot logic board Quadra/Centris 610 
660AV 

upgrade card (runs at 64MHz) Quadra 650, 800, 950 
upgrade card (runs at 50MHz) Quadra 610, 700, 900 
Centris 650 

upgrade card (runs at 4OMHz) Centris 610 


THE PCI BUS 


PCI is a new expansion-board bus standard that has been widely adopted in the 
computer industry. (PCI was originally developed by Intel, but it’s now controlled by 
an industry committee that includes some of Intel's biggest competitors, such as AMD 
and IBM.) Most of the Pentium systems on the market have two or three PCI slots. While 
the first round of PowerMacs still use NuBus, the second generation will use PCI, and 
rumor has it that Apple may ship a system with six PCI slots as soon as January. 

The bus has several important advantages. Its 64-bit data path matches the PowerPC 
and the Pentium (NuBus and VL-Bus have 32-bit data paths, like the 68040 and 
486). PCI’s theoretical maximum data capacity is around 250 megabytes a second 
— twice that of most VL-Bus setups, and at least six times that of NuBus. PCl may 
even allow you to use the same boards in PCs and Macs, though there are rumors 
that Apple may reject the plug-and-play standard being adopted in the PC market, 
which would mean the two platforms would still be incompatible. PCI would still 
eliminate most of the current trouble and expense involved in adapting PC boards 
to the Mac and vice-versa. 

This is all very interesting, but at the moment quite theoretical. You could buy a 
Pentium with PCI video, drive, or network adapters, but that’s about it. From the musician’s 
perspective, PCl’s suitability for digital audio is unknown. None of the vendors we 
spoke with had anything substantive to say about it yet, and we probably won't see 
any relevant boards before the middle of next year at the earliest. 


¢ A BRAND NEW MIDI 


DRUM CONTROLLER from 
the company who pioneered 


the industry standard 
drumKAT. 


e Prize package includes 
one TRAPKAT, HATKAT (HI- 
HAT) & FATKAT (BASS 
DRUM) PEDALS, CASE, 
STAND, CABLES, T-SHIRT, 
AND TRAPKAT VIDEO FEA- 
TURING DRUMMING 
GREAT DANNY GOTTLIEB. 


After months of intensive research on drummers’ 
playing styles and movements, KAT has intro- 
duced a sleek new pad controller that offers a 
combination of 24 gum rubber and raised rim 
pads. The trapKAT is portable and quick to setup. 
All you have to do is make four basic connections 
(bass drum, hi-hat, MIDI, and power) and the trap- 
KAT is ready and waiting to be played. Just imag- 
ine the time you'll save not having to put together 
a complicated stand system with messy cable 
connections and a multitude of cumbersome 
pads. The stand for the trapKAT simply unfolds 
into position. Like every other KAT product, the 
trapKAT can easily be upgraded as new features 
become available. Send in the entry form today 
for your chance to win. Good Luck! 


OFFICIAL GIVEAWAY RULES 

To enter: Print your name and address on the entry form. Enter as often 
as you wish, but each entry must be postmarked separately. All entries for 
the Keyboard/ArapKAT Giveaway must be received by September 30, 1994. 

Entrants to the KeyboardArapKAT Giveaway need not subscribe to Key- 
board. The winner will be drawn at random and will be notified by mail. The 
prize is non-transferable and no substitution is allowed other than made necessary 
due to availability by the manufacturer. Should this occur, a replacement prize 
of like or greater value will be provided. 

The winner may be required to sign and return (within 30 days of no- 
tification) an affidavit of compliance with these rules and a release for the use 
of his or her name for publicity purposes without further consideration. This 
offer is void where prohibited by law, and is subject to all applicable federal, 
state, and local regulations. Taxes are the sole responsibility of the winner. 

The Keyboard/trapKAT Giveaway is not open to employees of KAT or 
Miller Freeman, Inc. Odds of winning depend on the number of entries received. 

The rules and conditions of the Keyboard/trapKAT Giveaway may be 
changed without prior notice. Miller Freeman, Inc. shall be deemed sole in- 
terpreter of the rules and conditions. 


WIN A trapKar! 


1) YES, enter my name in the Keyboard/trapKAT Giveaway, and start/renew my subscription 
to Keyboard right away! | get TWO YEARS FOR THE PRICE OF ONE, 24 monthly issues for 
only $29.95. That's a savings of 69% off the cover price! 


1 No, | don’t want to (or already do) subscribe to Keyboard. Just enter my name in the Giveaway. 


J Bill me © Payment enclosed 


Name 


Address 


City State Zip 

Price good in U.S. only. *Canada/Mexico/International surface mail add $30. International air mail add $80. All 
non-U.S. orders must be prepaid in U.S. funds by International Money Order only. Please allow up to six weeks for delivery 
of first issue. GIVEAWAY ENTRIES MUST BE RECEIVED BY SEPTEMBER 30, 1994. *Canadian GST included — permit 
#124513540. 


84)C7 | 
Mail to: Keyboard/trapKAT Giveaway, P.O. Box 50405, Boulder, CO 80322-0405 
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compatible with the 68040, which means 
it can’t run any of the old software, and it 
would be a massive undertaking for vendors 
to adapt their applications to the new chip. 

To get around this obstacle, Apple wrote 
a complex utility that allows the 601 to “em- 
ulate” a 68LC040, and they built this emu- 
lator into the PowerMacs’ ROMs. Run a “na- 
tive” app (one written specifically for the 
PowerPC) on a PowerMac, and the app 
knows it’s running on a PPC601; run an older 
Mac program, and the app thinks it’s running 
ona Mac Il. This dual-personality approach 
doesn’t make PowerMacs 100% backward- 
compatible, but they’re very close. 

The gotcha in this scheme is that a Power- 
PC emulating a 68LC040 is seldom as fast 
as a real 68LCO4O0. Performance varies a lot 
from one program to another, but as Mark 
of the Unicorn’s Daniel Rose notes, “Many 
applications,” including those made by 
MOTU, “run faster on a Quadra 950 than 
in emulation mode on a PowerPC. If your 
primary apps aren't native, get a 650 or an 
840AV that you can upgrade later.” While 
native versions of popular mainstream and 
graphics software such as Word, Excel, Photo- 
shop, Freehand, and QuarkXpress should be 
out by the time you read this, most Mac mu- 
sic software won't go native until sometime 
next year. What if you run a mix of old and 
native apps? Rose points out that there’s no 
easy answer. “If a customer calls and says, 
‘| do Photoshop and | do Performer, it’s hard 
to know what to say. It’s a tough decision that 
may involve compromise: You'll have to de- 
termine which apps you use most, and when 
they may — or may not — be available in 
native versions.” 

“For high-end pros who must have stuff 
that works, we're suggesting they not go to 
PowerMacs quite yet,” says Opcode’s Paul 
de Benedictus. “That will probably change 
by the end of the year. It’s not that we have 
to do native code to make our software work, 
but simply a matter of straightening out some 
incompatibilities with serial ports, the way 
the new system software works, and so on. 
For home-studio types who might be satisfied 
with the on-board 16-bit audio in the Power- 
Macs, we ought to have Studio Vision AV out 
for PowerMacs by September or October. We 
think it’Il do eight tracks on an 8100, prob- 
ably four and six on 6100 and 7100, but we 
really don’t know yet. It’s not pro-level, but 


it’s still a heck of a lot better than a multitrack” 


cassette deck.” 

There are several other reasons for mu- 
sicians to take a wait-and-see attitude toward 
PowerMacs. As Digidesign’s Rob Curry. notes, 
some crucial parts of System 7 are still old 


lts The Real Choice! 


MIDI Interfaces for 
All IBM Compatibles 


Key Electronics’ unique serial port design set the new 
standard for IBM to MIDI, allowing the user to connect to 
any PC compatible serial port. Needs no external power, no 
installation or system modifications. 


SOFTWARE COMPATIBILITY 
We offer the largest commercial software 
compatibility of any external Interface. 
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MS-124 Serial MS-101 


PORTABLE MIDI POWER - 64 CHANNELS 
with our NEW MP-1 28N. This configuration is optimized 
| forthe live performer and portable MIDI user. One MIDI 
input and four independent MIDI out ports. It provides 
the MIDI throughput that today’s live performers need. 
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MP-128N Parallel 


MIDI musicians do not have to compromise on choosing a 
parallel port MIDI interface. Key’s modular design delivers the 
features you need, at a price you can afford, with options for 
future enhancements. Plus, all versions can be upgraded as 
your requirements grow. Our MP SERIES has the highest 
output capacity available. All come with Windows Drivers with 
advanced control features. 


The External PC Interface Pioneer 
Since 1988 


7515 Chapel Avenue TOLL FREE 


Fort Worth, TX 76116 


Office (817) 560-1912 1-800-533-MIDI 


FAX (817) 560-9745 
ELECTRONICS See your dealer or Call (1 -800-533-6434) 
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Video 
Solutions 


TEL (210) 614-0574 FAX (210) 614-8874 
4139 Gardenvale, San Antonio TX 78229 
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1-800-650-2427 
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code. “The I/O system, Sound Manager, MIDI 
Manager, QuickTime, and interrupt routines 
— where a lot of real-time work gets done 
— are non-native code.” Since it takes a 
PowerMac a fixed number of instructions to 
switch from native mode to 68040 emulation 
to run the old-code portions of System 7, 
“That introduces significant delays, so it's Cur- 
rently faster to run real-time apps in emu- 
lation. Sometime within the next year you'll 
probably see improvements, after Apple takes 
more of the Toolbox native.” | 

OSC’s Josh Rosen described the transi- 
tional period as a “living hell.” “Right now, 
you're definitely better off with an 840AV or 
a 950,” says Rosen. “There are some big 
problems with the new machines — the only 
reason | bought a 7100 was to annoy myself 
enough to force our internal development 
team to fix everything. Though | have faith 
Opcode will get it fixed quickly, we’ve had 
a lot of trouble using OMS with multi-port 
interfaces like Opcode’s Studio 5 and 
MOTU’s MIDI Time Piece. 

“There are no PowerMacs with enough 
slots,” Rosen continues (the entry-level 6100 
has one NuBus slot, the 7100 and 8100 three 
each), “and they don’t support Digidesign’s 


expansion. chassis. SampleCell doesn’t work. 
Deck works okay with Pro Tools, but has 
problems with add-on software.” Rosen is 
skeptical about whether these problems will 
all get fixed for first-generation PowerMacs. 
“What's the manufacturers’ interest in fixing 
up NuBus products for the last of the NuBus 
machines when they have to switch over to 
PCI?” (See sidebar, page 64.) 

If you’re using an AV Mac with OSC’s 
Deck or Alaska’s Digitrax, you’ve got yet an- 
other reason to stay put: The AV PowerMacs 
have no DSP chip, so even when native ver- 
sions of these apps are available they won’t 
work quite as well as the current versions. 
For example, while the native version of 
Deck will probably be able to do six (or 
posssibly even eight) channels of audio on 
the 8100, as it can on the 840AV, it won’t 
be able to do the smooth 24-bit fades and 
stereo pans the DSP allows. 

As for Apple’s claims that the PowerPC 
makes a DSP unnecessary, none of the ven- 
dors we talked with agreed. “That's totally 
bogus; we all know it,” says Rosen. “One 
super-fast processor will never do the same 
thing as two medium-fast processors. It’s al- 
ways better to have another one to do ded- 
icated processing for real-time applications.” 
Digidesign’s Curry agrees. “In real-time sys- 
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MIDI Studio. 
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a? 
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DEMO DISK available for $ 5.00 


"The Complete PC MIDI Studio" 
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tems, it’s much better to have a lot of slow 
processors than one fast processor.” 

There are rumors going around that Apple 
is working on a DSP board for the Power- 
Macs, but the company had no comment. 
Software developers were enthusiastic about 
the idea. While Emagic’s Mikail Graham told 
us the company has been successfully demo- 
ing Logic Audio 2.0 on a PowerMac 7100 
with a Digidesign Session 8 board, “the 
PowerPC will make sense for our customers 
when there’s a full solution with a DSP for 
four to eight tracks of digital audio.” OSC’s 
Rosen was even more upbeat. “Depending 
on the speed of the DSP, you could do as 
many as 12 tracks. Then you could just add 
inexpensive S/PDIF digital audio jacks, like 
on the Silicon Graphics Indy, and use your 
DAT for I/O.” 


PENTIUM: MORE OF THE SAME 
While from a technical standpoint there are 
all sorts of innovations in Intel’s Pentium 
chip, as a practical matter it works exactly 
like a 486 — only faster. From all reports 
it’s 100% backward-compatible with the 
486 and 386. “Pentium-optimized” appli- 
cations (created by recompiling the software 
with a Pentium-aware compiler) are starting 
to show up, and they run faster than unop- 
timized code on 486s as well. 

For most tasks, a 60MHz Pentium won’t 
be significantly faster than a 100MHz 
486DX4. The exceptions are for apps that 
do a lot of floating-point calculations. In 
these cases the Pentium will give a massive 
speed boost. We haven't heard of any music 
apps doing heavy floating-point calculations 
— it’s mostly a concern when running pro- 
level graphics programs, such as AutoCAD, 
Freehand, or Photoshop, or when doing ex- 
tremely heavy number-crunching with apps 
like MathCAD or Mathematica. 

The 90 and 100MHz Pentiums will run 
Windows as fast as possible. The only ques- 
tion is whether you really need that level 
of performance. For straight MIDI, you don’t 
— an entry-level 486 is more than adequate. 
For digital audio or notation . . . maybe. Ask 
your software vendor what they recommend 
before you blow your wad. Turtle Beach’s 
Roy Smith was the only vendor we found 
who wasn’t ambivalent about the 486/Pen- 
tium choice. “You should always stay at least 
one step behind the bleeding edge — but 
| wouldn’t buy a 486 system unless it was 
dirt cheap and you just want it for a specific 
purpose. Pentium is better and it’s not much 
more money.” 

Robert Lauriston is a freelance writer and 
contributor to both the PC Bible and The 
Mac Bible. 


Need Sounds? 


4 Ways to Sound Great and Feel 
Good with InVision. 


», 1. Get creative with new sounds. 


~ Feel stale without the newest sounds? 
; Where else are you going to find Mike 
Pinder’s Mellotron, the Miroslav Vitous 


Vp, Virtual Symphony, LA Riot or 3D Piano? 
Cool sounds. Classic sounds. Sounds that 
make you dance. Cutting edge sounds that 
Sa are fresh and new. 
. ‘yy! 
2. One call, get it all. amet! 7 
You want to make one phone call and get it all. qgyy 
InVision has handpicked sounds for virtually => 
every sampler, and we offer all the instruments AR 
and sound FX you'll ever need. From percus- 
sion to pop, electric to acoustic, modern to 
exotic. Just tell us what you’re looking for and 
we'll get it for you. We support Akai, E-mu, Roland, Kurzweil, 
Ensoniq and SampleCell. 
3. Talk to someone with a brain. 
Before you call a sound warehouse, call 
InVision. We are musicians, trained in all 
7 ' samplers and sound libraries. We understand 
you and your music, and we'll create a package 
of sounds for your next project that 
will save you precious time, energy 
and money. 
4. Save money. 
No one wants to overpay 
for sounds. Because we make lots of our own 
sounds, we don’t have to pay distributors. We 
can get you started with packages at incredibly 
low prices. 


CD-ROMs /CD-Audio | Memory Expansions Killer Package Deals 
e Northstar e Korg 01/W PCM e CD-ROMs + drive 


e InVision cards e EIlIx + drive + CDs 


* New! Miroslav e E-mu Proteus: e SampleCell + drive + 
Vitous Protologic CDs 


* New! Mike Pinder: | * Korg M1: PlusOne 
Mellotron upgrade 


* New! Chronic/ e Korg X-series PCM 
InVision cards 


* New! 3D Pianos 


We make a living making you sound good. 
Call InVision today. 


800.468.5530 
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People : 


The fact is, you won't get 
a deal if you can’t get your 
tape solicited by a major 
label or publisher. We work 
with seventy-five of them. 
You re curious but suspi- 
cious. So were hundreds of 
other songwriters, artists, 
and bands who have 
become members. Now 
their tapes get to A&M, 
Atlantic, CBS/Sony, Elektra, 
Epic, MCA, Mercury, 
Motown, RCA, SBK, Virgin 
and many more. Sounds too 
good to be true, until you 
find out how we do it. Then 
youll wonder why nobody’s 


ever done it before. 
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1-800-458-2111 
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Myst CD. No muss, no fuss, and everything 
worked perfectly. 

John Perkins 

Encino, CA 


Did Jim Aikin crawl inside my motherboard 
and take notes? | spent five long days incor- 
porating a CD-ROM and Soundblaster sound 
card into my system just days before picking 
up the July ’94 issue and reading his Guest 
Editorial. Boy, could | relate to Jim’s expe- 
rience. Besides spending enough money for 
a second PC, I’m waiting in terror for the 
phone bill, what with all the calls | made to 
various technical hot lines for help. | think 
I’ll wait ‘til next month’s issue before | venture 
out to buy more gear. 
Doug van der Weyde 
Gardena, CA 


Jim Aikin’s experience is so typical in the 
PC clone world. I’m not a Mac advocate per 
se, but I’ll risk the wrath of your readers by 
suggesting that an IBMer would be terribly 
surprised if everything worked okay on the 
first try. If one is willing to put up with in- 
conveniences, one deserves to put up with 


inconveniences. 
Bruce Bigenho 
Santa Barbara, CA 


It would be fruitless to hope that no one 

would suggest the obvious, so | will: Hey, 
Jim! Get a Mac! 

Jeff Norberry 

Peaks Island, ME 


Jim Aikin replies: “l own both a Mac and 
a PC. As it happens, | bought the Mac sev- 
eral years ago. It’s an SE/30, which is great 
for sequencing, patch storage, word pro- 
cessing, and even some Mac games like 
Tetris and Three in 3, but the tiny black-and- 
white screen is not so good for multimedia. 
The PC was acquired much more recently, 
for recording digital audio with Digidesign’s 
Session 8 system (this was when Session 8 
first came out — long before the Mac ver- 
sion appeared, or | might have reconsidered 
my choice). The PC is a 486 with a Super- 
VGA monitor, and is fully capable of run- 
ning multimedia applications, provided 
you're willing to go through the sort of 
contortions described in the Guest Editorial. 
If | were buying a new computer specifically 


Continued on page 110 
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Performer 
Trax, Master Tracks Pro 
Notator Logic 

Music Shop 

Vision 

Cubase 

Deck 2, Metro 

Finale 

Finale Allegro 

Encore 

Music Time 

Mosaic 

Nightingale 

Galaxy Plus Editors 
Unisyn 

1000 Super Cool Drum Patterns 
MIDI Interfaces 

MIDI Translator II 

Translator Pro 

Studio 3,4,5 

MIDI Express 

MIDI Time Piece II 


OUR POLICY 

We accept VISA, Mastercard, and American 
Express with no added service charge. Your 
credit card will not be charged until we ship 
your order. Personal and company checks 
accepted. Please allow one week to clear. 
California residents please add local sales tax 
to your order. 
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Quick Score Deluxe 


Best Sellers 


SOUNDWARE 


Your MIDI Source JUST WRITE OR CALL (800) 333-4554 


©1994 Soundware Corporation, 200 Menlo Oaks Drive, Menlo Park, CA 94025 (415) 328-5773 FAX (415) 328-0611 


PC MIDI Cord 
MQX-32M 
Midi Engine 2Port/SE 
SCC] 

MIDI Express PC 
V-22, V-24s, VP-11 


MIDI 
STARTER PACKAGES 


wer Tracks Pro + PC MIDI Card 
Cubase Music Starter Pack 
Cakewalk Windows + MQX-32M 


Macintosh 
Cubase Music Starter Pack 
Opcode EZ Music Starter Kit 


SHIPPING 
For foreign orders and Next-Day-Air, 
please call. For all others, add $5 per 
item to cover UPS 2nd-Day-Air. 


Call Soundware to order: 


(800) 333-4554 
Good anywhere in the U.S. and Canada 
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et ready for the return of the sound that started it all. That warm, full sound that only analog equipment could 

uce. Get ready for the Peavey Spectrum Analog Filter. 

igital technology is state-of-the-art, but sometimes state-of-the-art just isn’t what you want. There is a sterile 
transparency associated with digital sound, it’s got great high-end and sharp edges, but for many applications it lacks 


guts. Now with the emergence of digital recording, you're running your digital keyboard into digital effects processors, 
and recording them on digital medium. Then you’re wondering... “Where's the beef?” 


The Spectrum Analog Filter is designed for use with any MIDI sound module or non-MIDI instrument. Your 
keyboards, sampler, bass, guitar, drums, even vocals take on a whole new personality when run through the Spectrum 
Analog Filter. The Analog Filter also works exceptionally well with the Peavey CyberBass™. 

The Spectrum Analog Filter combines a dynamic voltage-controlled resonant filter (VCF) and a voltage-controlled 
amplifier (VCA) with a 3-input mixer in a single rack-mount package. Just plug the audio output from any instrument(s) 
into the mixer inputs of the Analog Filter and you’ve got “sonic steroids”. Take this little “before and after” test at 
your local Peavey dealer. Play your instrument or sound module by itself, then play it through the Spectrum Analog 
Filter. Your sound will take on a whole new personality. Who knows? It just might change your own personality too... 
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The Monitor magazine by Peavey is a publication filled with the latest information that musicians want to know. To receive 4 issues for only 
$5 (price good in U.S.A. only), send check or money order to Monitor Magazine, Peavey Electronics, 711 A Street, Meridian, MS 39301-2898 @ 
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ow, with the dbx Project 1 series of signal 
fe processors, there’s no need to settle for second- 


tier equipment to save money. Those 


ever-abundant budget 
brands have touted dbx’ 
great pricing but have 


never matched dbx 
quality, reliability and 
experience. 


dbx Project 1 is ideal for both studio and sound 
reinforcement applications. Each unit delivers real 


al Compressor/Gate 
Uses the newly developed dbx AutoDynamic”™ attack 
and release circuitry which delivers classic dbx 
7 compression for a wide range of applications—plus an 
= Le _ advanced new gate circuit which overcomes the functional 
reat limitations of traditional “utility” gates. Both compression and 
gating provide superior versatility and sonic performance. 


7 dbx sound and reliability, plus innovative new 


Cleans up and details instruments, vocals and mixed 

program material on stage or in the studio. Dynamic 

self-adjusting circuitry lets you dial in just the right amount 

of sparkle and sizzle you want. HF Detail and Hiss Reduction work 
together so you can actually cut hiss while adding High Frequency Detail. 
LF Detail solidifies the bottom while removing mid-bass mud. 


performance enhancements —at the same price of 
other models with fewer features. 


By using the latest technologies, we've streamlined 
the manufacturing process to reduce production 
costs. At last, you don’t have to forego the quality 
and features you want to stay within budget. 


So now that we've talked price, isn't it 


time you talked to your nearest dbx dealer 


and asked for a demo? 


a 


= 274 Quad Expander/Gate 


Four independent channels of high-performance gating or 
downward expansion in any combination of stereo pairs 
or mono channels. Patented dbx VCA and RMS detection 
circuitry provides ultra-fast attack times to preserve the 
character of percussive sounds and an incredibly smooth release that 
won't chop off reverb tails or hanging guitar chords. 


dbx 


1525 Alvarado Street, San Leandro, CA 94577 
Phone: 510-351-3500 Fax: 510-351-0500 


AutoDynamic is a trademark of AKG Acoustics, Inc. 
dbx is a registered trademark of Carillon Electronics Corporation. AKG is a registered 
trademark of Akustische u. Kino-Gerate Ges.m.b.H., Austria. © 1993 AKG Acoustics, Inc. 


SOUNDPROOFING YOUR 
HOME STUDIO 


CALIX LEWIS RENEAU 


inkering in your sound lab like a modern-day Doctor Frankenstein, you decide 


the time has come to instill life in your creation; your faithful assistant has all 


the equipment powered up and ready to go. Just as you are readying to cut 
the final mixdown of your musical monster, Igor answers a knock at the door. It’s the 
gendarmes, summoned by the neighbors who don’t fully appreciate the 700 passes 
it took to get the perfect mix. Not that it matters: On the last listen, you noticed a glitch 
in your carefully sampled recreation of a falsetto voice mixed in with another, less elegant 
body noise. The rumble of a passing truck has been layered underneath, obviously 


picked up when you originally recorded the samples. You go to bed early. >> 
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Steinberg keeps changing the way people make music. The Cubase Arrange Window is the evidence. 
Pale imitations appear all the time — but they can’t match the clarity of Steinberg’s original. 

Cubase Audio is the world’s first integrated MIDI Recording, Score Editing and Digital Audio Recording 
application for the Mac, PC and Atari. Innovation is the future. 


The new Mac Cubase Audio DAE is yet 
another groundbreaking achievement. 
Bringing together the intuitive Cubase 
interface with the best integrated score 
printing. Now with full Digidesign DAE 
support: up to 16 channels of audio 
recording, equalizers for each channel, 
and a Wave Editor with DSP plug-in 
modules. 


ReCycle! for Mac is a totally new 
concept. Real Groove extraction from 
audio is now a reality. Load a file, move 
a fader and listen! The actual feel can 
be captured as a MIDI file and the 
rhythmic elements sent 
to your sampler as 
individual samples, 
including automatic 
keyboard mapping. 
Now recombine these 
two elements in your sequencer, and 
you have groovable audio: Change the 
tempo of the groove in real time! Use 
Cubase’s unique Match Quantize and 
your MIDI grooves to your audio. 
Supporting AKAI $3000 series samplers 


and SampleCell 1&2. Soon to support 
$1000 series samplers. An essential 
audio tool from Steinberg, bringing 
audio and MIDI closer together. 


TimeBandit is the Time and Pitch 
correction program for Mac. Version 
1.5 now supports SoundDesigner 1/2 
and AIFF files, sports a new user 
interface, and can be accessed directly 
from Cubase Audio. Soon to be a native 


Power PC program. Hear it to believe it. 


The audio quality is unparalleled at any 
price! 


& File Edit Action Options Windows 
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TimeBandit -— The Time&Pitch 
Correction Tool 


AudioSpector replaces expensive Pro- 
level analysis hardware, turning the 
Falcon computer into a Precision Level 
Meter and Correlator, a 3rd Octave 
Analyzer and Test Tone Generator. 
When used with the Steinberg FDI 
S/PDIF interface AudioSpector is a 
powerful tool for audio production 
entirely in the digital domain. 


AudioSpector — 
The Production Tool 


Steinberg products are innovative. This 
is why musicians from Iceland to 
Australia and Los Angeles to Hamburg 
choose Steinberg music software. 

So what are you waiting for? 


Innovation is the future 


Distributed in the US and Canada by Steinberg/Jones, 17700 Raymer Street, Suite 1001, Northridge CA 91325, Phone: 818-993-4091, Fax: 818-701-7452 
Call toll free for a dealer near you, or 24 HR Automatic Fax Info: 1-800-888-7510 Code 7305 ¢ Contact Steinberg on Compuserve under 71333, 2447 MIDI Vendor C 


NE PERSON’S MUSIC IS ANOTHER 
person's noise. Now that digital audio 
recording has found (or is planning 
to find) it’s way into your home and your com- 
puter, you're probably discovering that a noise 
floor once acceptable on your old cassette mix- 
downs isn’t good enough for DAT mastering. 
Noise control is more crucial at every step in 
the recording chain, from source to effects, 
and mixers on down to tape. 

Environmental noise is an important factor. 
Even if you're not using any microphones in 
recording, glitches that once were hidden in 
the analog warmth of your cassette multitrack 
now stick out in the pristine glare of digital 
playback, that is, if you can hear them above 
the roar of the jet airliner passing overhead. 
Take control of your art by controlling your 
noise — both the stuff you make that annoys 
your neighbors and the sounds they make to 
annoy you right back. Examining a case study 
in soundproofing might help you best decide 
how to fight unwanted noise. 


ONE MUSICIAN’S DREAM. Ron Hagadone 
is an accomplished guitarist working in the L.A. 
area. To accommodate his growing scoring 
business and teaching schedule, he decided 
to build a small studio for rehearsals, jams, and 
his MIDI setup. Naturally this was going to be 
difficult to do in his small efficiency apartment 
(read: one room and a bath). While looking 
into the cost of renting a “lock-out” (a perma- 
nent space in an existing rehearsal building) 
and other possibilities, Hagadone was offered 
an opportunity to sublet half of a 600 square 
foot office space in an industrial park. The rent 
was right, and his challenge was to figure out 
a way to keep from hearing his neighbors and 
to keep his neighbors from hearing him. Since 
Hagadone works in construction, he had the 
confidence to estimate the materials needed 
and their cost. He then looked at the credit left 
on his various charge cards (in the grand Hol- 
lywood tradition), and decided to go for it. 
The room was typical for an industrial/office 
setting. A large warehouse with a high ceiling 
had been carved into several small offices with 
aluminum stud walls, minimal insulation, and 
thin layers of sheet rock — none of which adds 
up to effective soundproofing. Even with the ad- 
dition of the ubiquitous hanging acoustic ceiling, 
he could hear the muffled phone conversations 
in the office next door. Hagadone was concerned 
that his business neighbors might not appreciate 
the dulcet tones of practicing bands, fledgling 
guitar students, and late-night scoring sessions. 
Enter Marshall Long, a mainstay of the 
acoustical engineering world in Southern Cal- 
ifornia. Long has an impressive list of creden- 
tials, including a Ph.D. in acoustical engineering 
from UCLA. He has run his own acoustical en- 
gineering consulting firm since 1971. Long has 
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worked on thousands of acoustical installations, 
from small studios, soundstages, concert halls, 
high school auditoriums, and film theaters to 
Disney theme parks. Long spent several hours 
consulting with Hagadone, revealing some of 
the secrets of acoustic design and remodeling. 

“There are three approaches to reducing 
noise,” Long explained. “First, you can increase 
the mass of a partition. The second way is to add 
distance between the two sides of a partition, 
which would have insulation in the space be- 
tween them. Third, decouple vibrationally the 
sides of a partition — that is, isolate the materials 
so they don’t transmit vibrations to each other.” 

Hagadone began with a trip to his local 
library. Many of his design choices made were 
drawn from How to Build a Small Budget 
Recording Studio, by F. Alton Everest and Mike 
Shea (TAB Books). For the fundamentals, Long 
also recommends Building a Recording Studio, 
by Jeff Cooper [Synergy]. 

Hagadone then took stock of his resources. 
Three hundred square feet is not much room 
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Fig. 1. Ceiling 
construction. The 
acoustical tile 
and grid is re- 
moved and a 
2"x8" ceiling is 
installed with in- 
sulation. Note the 
metal channel 
running across 
the joists; the 
sheet rock attach- 
es directly to this, 
acoustically de- 
coupling it from 
the ceiling. 


Fig. 2. Wall in progress. From left to right: A stag- 
gered stud wall is erected and filled with insulation. 
Then resilient channel is added, and sheet rock at- 
tached to it. Note the resilient channel around the 
door opening to support the sheet rock there as well. 


STC ECSTASY 


With all regulated activities comes an alphabet soup of 
acronyms. Perhaps the most important one you'll encounter 
in soundproofing is Sound Transmission Class (STC). Most 
building materials have an STC rating that indicates how 
much sound absorption they will contribute to the overall 
noise reducing capabilities of a wall, floor, or ceiling. The 
STC for a type of material or partition takes into account 
the sound transmission loss from the source side to the re- 
ceiving side, the area of the partition, and the absorption 
of the receiving room. 

STC values roughly represent sound absorption in aB, 
plus five. If you have a door that’s rated at STC 30, then 
it’s going to give you about a 25dB drop in high- and mid- 
frequencies (the speech bands) from one side to the other. 

Unfortunately, an STC rating gives no accurate indi- 
cation of the transmission loss of low frequencies. To at- 
tenuate the low end, stick with the mass law: The more it 

weighs, the better off you are — roughly 6dB for every 
doubling of mass. If you can’t increase the mass of your 
partition, use a double partition. The more space you 
can put between the two partitions, the more effective 


they will be at keeping your bass from rattling china 
down the block. E 
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> Fig. 3. Door jamb 


with isolated lay- 
ers of construc- 
tion. The separat- 
ed stud wall and 
resilient channel 
ensure minimal 
sound transmis- 
sion. 


Fig. 4. Entrance 
doors, hung on 
opposite sides of 
the jamb to pre- 
vent knob-mash- 
ing. Hanging two 
doors required a 
thicker frame. 


to work with. He wanted to have some storage 
behind the main studio area, so he divided his 
space into two parts. The main room, where 
all the noise would be made, would be 16' by 
16'. The remaining three feet between this room 
and the next office would be used for storage. 
As this was a corner office, the other two walls 
were exterior walls. Altogether, two interior walls 
and a ceiling needed to be built inside the room, 
a variation on the room-in-a-room concept. The 
top of the ceiling was to be covered with ply- 
wood, giving more storage area, and the original 
acoustical tile ceiling was to be removed. 

How much work exterior walls need de- 
pends on the degree of outside noise, the de- 
gree of inside noise, how far away the neigh- 
bors are, and the construction of the wall. One 
wall was of 4" poured concrete slab, which 
Long figured would absorb about 50dB of 
sound energy. That plus the distance to the 
neighbors made for a fairly effective sound 
barrier. Most homes don’t have slab concrete 
walls, though; the closest common material 
would be cinder block, which is often used 
in basements and foundations. An unpainted 
cinder block wall is good for absorbing 20 to 
30% of the sound (relatively high for most 
building materials). 

The other exterior wall consisted of stucco 


lath applied to 2"x4" studs, insulation, and sheet 
rock; a much more common construction. If the 
stucco is 7/8", you can count on an STC rating 
(see sidebar, page 75) of 48 or 49, almost as good 
as the 4" concrete slab. The base STC will be 
lower for masonite siding, and higher for brick. 

The exterior walls being satisfactory, Ha- 
gadone turned his attention to the acoustically 
inadequate inside walls. He decided to take 
a hybrid approach by building two new walls 
for a kind of “room within a room.” The two 
walls created a large space between the studio 
itself and the common walls in the building, 
which became, in effect, an acoustical insulator. 

Following Long’s third approach to noise 
reduction, Hagadone built his walls using a 
staggered stud layout. Most walls are stick- 
framed with 2"x4" studs, with a surface material, 
usually sheet rock, attached to both sides. This 
is a quick and simple way to build a wall, but 
it couples the two sides of the partition together, 
which allows sound to be transmitted through 
the wall. A standard insulated single stud wall 
has an STC of around 40. 

For his staggered stud approach, Hagadone 
chose to widen the wall with 2"x6" lumber on 
the top and bottom (called “plates”): 2"x3" studs 
were alternated every foot, so that each wall 
covering (in this case sheet rock) was hung on 


uch! Wouldn’t that hurt? Not with the kind of 
mouse our guitar uses. Power Chords Pro™ for 
Windows is the first sequencing program to 
implement a guitar fretboard for its main creative 
platform. So go ahead, strum, pick, bend strings and 
slide chords. Do it all with just a click of the ‘mouse’. 
MIDI composing has never been made easier.. 
or more fun! 


parts. The fretboard can be a normal guitar, 12-string 
guitar, mandolin, banjo, or anything 
you want. Even combinations! 


Effortless Effects 

Generate complex MIDI Power 
Effects with one click of the mouse! 
Each effect is widely adjustable and 
can be applied to rhythm, melody, 
bass or drum parts. 


Audition and import chunks of 
music from Power Chords™ or 
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MIDI files. Power Chords Pro™ even merges separate 
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played anywhere. 


Powertully Easy 
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its own framework, with no solid material ex- 
cept the top and bottom plates connecting the 
two. This brought the STC up to 46. 

Another approach would be to build es- 
sentially two separate walls, called a double 
stud wall, where the top and bottom plates are 
separate. This yields an STC of 53 or higher, 
if the space between the two stud walls is in- 
creased. The construction costs are higher as 
well, as is the space required. 


Another common approach to separating 
partition surfaces is to use resilient channel, 
a metal strip about three inches wide and 
shaped like a folded-out “Z.” One side attaches 
to the stud wall, and the other attaches to the 
surface material. This thin metal band holds 
the surface material about 1/2" away from the 
studs, physically isolating the two sides of the 
partition — if it’s used correctly. 

“Resilient channel is useful, but not enor- 


BLIND BUT NOT DEAF: The Law, Common 
Sense, and Home Studio Construction 


Living in this country, we often find that we are 


protected from ourselves. If you want to do it, 
there’s a law regulating it, and home im- 
provement is certainly no exception. Even if 


you decide to plan, build, and complete the 


work by yourself, you'll need to get construc- 
tion permits and inspections so that your home 
studio improvements will be legal, especially if any of the 
changes involve electrical or structural modifications. 

It’s important that all work adhere to local, state, and na- 
tional building codes. A curious inspector driving by while 
you’re pounding nails could lead to expensive trouble. In 
most areas, you can make extensive modifications without 
a contractor’s license, but permits and inspections are still 
required. Regulations vary from place to place, but usually 
any change costing over two or three hundred dollars is 
subject to permit and inspection, which means just about 

anything beyond hanging new window shades. 

If you have any doubt whether your project is subject to 
codes and inspections, chances are it is. It’s worth a phone 
call to the local building inspector to find out before you 
begin planning, and certainly before construction begins. 

Any significant remodeling is worth bringing in an ex- 
perienced remodeling contractor. Before you hire, check 
references, local business or review boards, and the state 
contractor’s licensing board. Get cost and time estimates in 

writing, but remember that home or studio improvement is 
a fluid affair; problems and changes can develop at any 
point in the process. In most cases there is a percentage 
limit about how much money a contractor can request up 
front. Don’t pay the final balance until the job is done and 
you're completely satisfied with all the work. 

Finally, is it worth bringing in an acoustical engineer? 
Marshall Long thinks it could be. “If you do something re- 
ally stupid acoustically,” he warns, “you’re going to have 

to spend more money tearing it down and redoing it. If you 


do hire an acoustical engineer, make sure he or she understands 
what you want to accomplish and what problems you expect to solve. We've had to 
deal with situations created by award-winning designers who didn’t recognize and 
solve the acoustical problems the first time.” 

The nicely soundproofed room described in this article is still standing today by 
virtue of the fact that construction followed all applicable building codes. Many adja- 
cent buildings and the construction office that shared the space were severely dam- 
aged by the January 15 Los Angeles earthquake, yet the only damage to the room 
was that the ceiling pulled away from the wall. Had the construction not been so con- 
scientious, that ceiling might very well have merged with the floor. Ensure that all con- 
struction and remodeling work is done according to the letter of the law. Things are 
much less likely to tumble down around your ears that way. 


mously effective,” cautions Long. “It does give 
you about 5cB of additional sound transmission 
loss. If the wall is already vibrationally decou- 
pled [staggered stud or separated/double stud], 
there’s no point in using it. Normally, if you put 
it on a wall, you mount it with the open side 
facing up, so that the weight of the drywall pulls 
the resilient channel away from the wall. Mount 
it upside down and the weight of the sheet rock 
will pull the “Z” straight, reducing its effective- 
ness. Another way to misuse it is to use too long 
of a screw, connecting the drywall to the stud 
behind the resilient channel.” 

Hagadone finished off the walls in sheet 
rock. For good measure, excess sheet rock mud 
was splattered in big random lumps on the in- 
side of the wall side of the exterior sheet rock 
in hopes of increasing the mass of the partition 
and randomly changing the resonance of the 
sheet rock. 


THE DARN HUMAN FACTOR. Acoustic 
isolation and noise reduction would be much 
easier if sound was the only thing going on 
in a studio. But we have to get electricity, au- 
dio, air, light, gear, and the occasional musician 
in and out. Every hole punched in a partition 
reduces the effectiveness of the acoustic iso- 
lation. Once you've compromised as little as 
10% of your surface area, you've effectively 
lost the partition as a sound barrier. 

Hagadone ran three separate electrical cir- 
cuits into the room, two for outlets and one 
for lighting. This allows for some electrical sep- 
aration of troublesome components, which of- 
ten causes electrically induced noise. The 
wiring was run inside flexible conduit. 

Many people use metallic conduit itself as 
a grounding path. For safety and noise con- 
siderations, it is vital that this path be main- 
tained from the device back to the grounding 
point. Since the physical connections of flex 
conduit are not foolproof, this is not the best 
grounding choice for musical applications. In- 
stead, a separate green wire ground should be 
installed for all of the outlets in your studio. 
This ground must be run in accordance to code 
(which generally requires running the wire all 
the way back to the grounding termination at 
the panel) in order to be safe and legal. If you 
have any doubts at all about your electrical 
ground, hire an electrician to make sure that 
all of your wiring is up to code. 

The metal outlet boxes Hagadone used 
came punched full of holes, which he sealed 
with duct tape in hopes of reducing the noise 
transmission through these holes. “That prob- 
ably won't do very much,” laughed Long. “All 
that matters is the mass, and duct tape doesn’t 
weigh very much. If you’re really concerned 
about boxes in a shared wall, you can back 
plaster them, or wrap them in clay pads. One 
thing you don’t want to do is stuff the box with 


SEPTEMBER 1994/KEYBOARD 77 


SOUNDPROOFING 


anything; it's a violation of code and dangerous, 
to boot. The most common problem is where 
the hole in the wall is cut bigger than the box. 
To fix this, take off the cover plate, fill the open- 
ing between the drywall and the box with dry- 
wall compound, and put the plate back on.” 

Most building codes stipulate a means by 
which the humans inside a room can breathe 
and be comfortable. Unfortunately, heating, 
ventilation, and air conditioning systems 
(HVAC) can generate a lot of noise, usually from 
three different sources. First is the fan noise 
transmitted down the supply or return duct from 
the unit itself. Then there is turbulent noise gen- 
erated by the motion of the air; that generally 


The 


occurs due to excess velocities in the duct itself 
or in the diffuser (the grille through which the 
air passes into the room). The third source is 
vibrationally transmitted noise from an HVAC 
unit that isn’t properly isolated. 

Hagadone chose a simple solution: He 
sealed the air duct into his workspace. This 
is likely in violation of code, (see sidebar on 
page 79) but if comfort becomes an issue, he 
plans to install a trap door, allowing him to 
open and close the duct as needed. 

Legitimate solutions vary depending on the 
problem. In a small studio, a silencer and lined 
duct may provide enough protection from 
HVAC noise. A silencer is an in-line device 
for the ductwork that can take from three to 
seven or more feet of room and cost about 


World’s 
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$100. Custom silencers are available, but with 
increased space efficiency comes added ex- 
pense. For turbulent noise, it’s a matter of slow- 
ing the airflow down by making the ducts, 
grilles, and diffusers big enough. 

As is the case with most commercial build- 
ings, Hagadone’s room did not have ducted 
returns. Instead, the building used a plenum 
return; that is, the entire space above the drop 
ceiling is the air return, shared with all other 
rooms and separated only by an inefficient 
acoustic tile drop-ceiling. Hagadone was for- 
tunate to have a firewall break above where 
his studio wall would be, so that he was sep- 
arated from the rest of the building by this bulk- 
head. He built a separate ceiling on top of the 

Continued on page 118 
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The Orchestral 
Collection 


All new selections from the 
Prosonus Orchestral library 
professionally formatted for the 
Akai S-1000 (or compatible). 
Solo strings, string sections, 
woodwinds, brass, orchestral 
percussion, harp and much 
more. Youve never heard 
your Akai sound so good 
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All new collection of the 
phattest and funkiest Break 
Beats, Bass Loops, and Guitar 
Loops, plus scratchin, obscene 
synth bass and Hip Hop FX. 
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Volume 2 
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“+10 @ price/performance AK AI oom 
comparison, the DR4d — 
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George Petersen, 
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h, decisions, decisions. You want to buy a new 

multitrack recorder, and you want to go digi- 

tal so that you'll get the best possible sound 
quality. And you'd like to buy a hard disk recorder, 
rather than tape, so you can get random access editing 
power. And finally, it's got to be something you can 
really afford. But there's a problem.... don't all hard disk 
systems require expensive add-in hardware and soft- 
ware, to already expensive computers? Not anymore! 


The DR4d is the solution for those looking for an alter- 
native to expensive, complex computer-based systems, 
or the limitations and mechanical uncertainty of tape 
recorders. It offers a perfect combination of hard disk 
recording benefits with an easy-to-use interface. 


The DR4d can record up to four tracks simultaneously 


to standard SCSI hard disks, either internal or ex- gorstion 


ternal drives. An optional 213MB internal disk 
offers 40 track minutes of recording (44.1k- 
Hz) right out of the box. To expand your 


recording time, simply connect external 


drives to the DR4d's supplied SCSI port. 


With standard tape machine-style controls 
the DR4d is by far the easiest hard disk 
recorder to operate, which means that you 
can get to work immediately creating music 
rather than setting up and operating a com- 
puter system. Punch ins/outs can be per- 


front panel, or by footswitch, naturally. 


Now you can start to take advantage of random access 
editing. You can cut, copy, and paste sections of audio 
with ease. Our Jog/Shuttle wheel lets you scrub through 
the audio at various speeds, forwards or backwards. Try 
out different arrangements. Create perfect tracks by 
combining the best sections from multiple takes. And 
you can edit with confidence, because if you change 
your mind you can instantly Undo your last edit - even 


ow 


_On tape, the sections of music are physically located far from each 
a SAeens °° PRE? 
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On a spinning hard disk, the sections of music can 


be accessed almost instantaneously by the moving affordable reality: suggested list is 
heads of the drive mechanism. This allows you to 


formed manually or automatically from the seamlessly output parts regardless of their location only $2495.00 (or $1995.00 w/o 
on the disk. Also, music can be easily rearranged in herd disk)! Militel dick recording 


ways not possible with tape. 


Track Merging, Midi Machine Control, 


“great sound, useful 
features, and friendly 
operation... technology 
that 1s sure to set a new 
standard 1n affordable 
recording” 

David Frangioni, EQ 
Magazine 


after the power is turned off and on again! Imagine it. 
Do it. It's that simple. 


You can instantly move to 108 memorized locations at 
the touch of a button, and these locate points may be 
entered manually or on-the-fly. It's also simple to 

set up seamlessly looping repeat sections, so it's 

easy to jam over tracks. No more wasting time on 
rewinding tape! 


Of course, how the DR4d sounds is as important 
as how it works. Advanced 18-bit oversampling 
A/D and D/A converters insure crystal clear 
sound, and with a full 96dB dynamic range, the 
DR4d offers no-compromise specs. The four 
balanced 1/4" input and output jacks are 
switchable between -10 and +4 operation, and 2- 
channel digital I/O is included standard 


(AES-EBU and SPDIF) with two 
additional digital ports optional. 


Need more than four tracks? Four 
DR4d's can be linked to create a 

16-track system. And for synchro- 
nization to other gear, just add the 


optional MIDI or SMPTE: 


interfaces. 


instantly from one section to another. It wastes time, and limits creativity! 


And best of all, the DR4d is an 


go, it's impossible to jump 


is within your reach, so see your 
Akai dealer today for a complete demo! 


Now Available - Version 3.0 Release: 


Yet where you want to 


and Midi Time Code support!! 


P.O. Box 2344 
Ft. Worth, TX 76102 
(817) 336-5114 

Fax 870-1271 


AMPLE CDS AND FACTORY SAMPLES ARE 


wonderful, but there’s one drawback: 


They’re wonderful not just for you, but 
for a few thousand other people. You don’t have 
to sound like everyone else, though, because 
most samplers give you a lot of ways to mess 
with the sound — ways that all too often are left 
unexploited. In this article we’ll explore some 
of the tricks you can perform to make store- 
bought samples uniquely your own. Some of the 
techniques we'll cover will be old news to any- 
body who is familiar with synthesizer program- 
ming, but we'll talk about a few others that even 
_ the experts may not have considered. [Ed. Note: 
For more on getting the most out of your sampler, 


see the Keyboard Sound Design column, which 
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ran between Jan. ’90 and Mar. ’92. 


Better Dynamics Through Timbre Ve- 
locity Tracking. Samples tend to be static; 
every time you fire one, it sounds exactly the 
same. But there's plenty you can do with a sam- 
pler’s synthesizer-style parameters. One of the 
most effective techniques is modulating the 
timbre as well as the loudness from velocity. 

Lower the filter cutoff somewhat, and as- 
sign its modulation source to velocity. Now, 
low-velocity sounds will be more filtered and 
sound “darker,” while high velocity sounds 
will be “brighter” and cut more. This doesn’t 
have to be a drastic effect; even a little bit 
of timbral change gives a more dynamic feel. 
A more flexible option is to assign filter cutoff 
to an envelope generator that has velocity- 
controlled amplitude. Using an envelope can 
change the timbre over time (e.g., the decay 
can be more filtered than the attack). By ap- 
plying a little velocity modulation to envelope 
decay time, you can also control the shape 
of the sample dynamically. 

Modifying a sample’s start point under ve- 
locity control can also add dynamics. Set the 
initial sample start point several milliseconds 
into the sample, and add negative velocity 
modulation so that higher velocities move 
the sample start point closer to the beginning 
of the sample. The interplay of modulation 
amount and sample start time is crucial; it 
takes some time to properly tweak this setting. 
This type of modulation is often used to give 
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high-velocity snare drum and other percus- 
sion samples some extra “snap.” 

Another option, useful with wind instru- 
ment samples, is to apply velocity start point 
modulation in the opposite direction. Set the 
sample start point to the beginning of the 
sample and modulate it positively from ve- 
locity. Play a soft, breathy tenor sax at low 
velocity with this patch, and you'll hear the 
full effect of a slowly blown reed. When you 
play hard, the sample starts part way into the 
attack, eliminating some of the breathiness 
and giving you a more aggressive solo tone. 

Finally, you can use a sampler’s pitch en- 
velope to give a very slight upward “spike” 
to the pitch, preferably tied to velocity so that 
only high-velocity hits bring in the pitch 
change. This works particularly well with 
plucked string effects (guitar, bass, etc.) since 
strings naturally go sharp when plucked hard. 


Music Deconstruction Set. Of course, 
samplers are good for a lot more than playing 
back notes; you can record and play back 
entire riffs. One of my favorite tricks is to 
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record guitar overdubs (this also applies to 
voice, wind instruments, etc.) for a song into 
a digital tape recorder or hard disk system, 
and not worry about getting it right — the 
object is to play as spontaneously and freely 
as possible. | then transfer the track over to 
a hard-disk-based editing system, and save 
all the best bits. These get blasted into a sam- 
pler, which allows me to play my coolest gui- 
tar riffs right from the keyboard (with a single 
keyboard note triggering an entire riff) and 
record the performance into a sequencer. For 
techno-type music this is great, as you get 
the rigid mechanical “feel” of sampled sound, 
but with a very organic-sounding source. 
Once you've sampled a whole phrase this 
way, you can apply a filter modulation that 
extends over more than one note — for ex- 
ample, modulating the filter from a slow LFO. 
This type of filter effect (known as single trig- 
gering because a group of notes are all trig- 
gered by a single note-on) is characteristic 
of some vintage analog synths, but is difficult 
to duplicate on newer instruments if each note 
is a separate sample. Sampling the whole 
phrase as a single “note” solves the problem. 


Synthesizing Stereo Samples. Turning 
mono samples into stereo by detuning layers 
and spreading them to opposite sides of the 
stereo image is a common technique, but 
it can create compatibility problems when 
the finished mix is played back in mono. 
Sometimes you Can get a more convincing 
stereo effect by copying a sample to two lay- 
ers and varying one of the sample’s start 
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points, particularly if the sample is a pad or 
other non-percussive sound. The later the 
sample start point, the wider the apparent 
stereo spread, until you reach a point of di- 
minishing returns. Try to find the balance 
between taking too little off the start, which 
creates mono compatibility problems, and 
too much, which might delete a sound's tran- 
sient. If necessary, add a bit of attack time 
to the amplitude envelope to mask any 
abruptness in the shortened sample’s attack. 


Perfect Piano Loops. Piano notes are per- 
cussive, have no steady-state sustain, and fea- 
ture long decay envelopes — just the type 
of source material that you don’t want for 
looping. Many times, especially if you're deal- 
ing with limited memory or if your sampler 
doesn’t provide a good crossfade loop algo- 
rithm, the best option may be to grab a single- 
cycle loop close to the end of the decay. But 
you can expect to hear a slight pitch/timbre 
change when the sample transitions from the 
body of the sound to the loop. Also, a piano 
sound is naturally chorused since you're hear- 
ing multiple strings. Once the sample reaches 
the loop, the chorusing dies. 

One solution is to create a copy of the 
piano waveform that appears only during the 
looped portion of the sound. Add a delayed 
attack or moderate attack time to this looped 
waveform (for best results, have the envelope 
time track the keyboard) so that the copy 
fades in just before the main envelope’s loop 
begins. Layer the copy with the original 
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sound, and “tune” the copy so that if, for ex- 
ample, the original loop goes slightly sharp, 
the copy goes slightly flat. This creates ar- 
tificial chorusing, thus minimizing the timbral 
difference between the body of the sound 
and the loop; the equal and opposite pitch 
offset for the copy restores the sense of proper 
pitch. If you get the tuning just right, the cho- 
rusing caused by the two loops interacting 
with each other can match the natural cho- 
rusing that’s part of the main sample. 


Perfect Rhythm Loops. In a lot of techno 
and house music, it’s essential that sampled 
sounds fit in with the tempo. However, since 
many of these samples are “found sound,” 
they aren’t always the right length. Altering 
the loop points does work, but this may cut 
out parts of the sound you want to keep, or 
be forced to include bits you'd rather not hear. 
Worse yet, the sample may not have enough 
material to create a loop of the right length. 

The standard technique, available on most 
newer samplers, is to use a time-stretch DSP 
algorithm. But what if your sampler doesn’t 
offer time stretching? You can use pitch-bend 
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data creatively to speed up or slow down se- 
lected parts of the sample. For example, if 
you have a repeating spoken phrase, slowing 
down just one word could lengthen the loop 
just enough to mesh perfectly with the tempo. 
Better yet, this may give a really cool sound! 


Free Noise Reduction. Got a noisy sam- 
ple? Use the sampler’s on-board filtering to 
reduce the noise. Apply an envelope to the 
filter so that the maximum high-frequency re- 
sponse occurs during the attack. During the 
sustain or decay, close the filter down more 
to reduce noise. This simple procedure can 
really help clean up otherwise marginal sam- 
ples. A sample with a quiet decay at the end 
is usually a good candidate for this technique, 
but you need to apply it sparingly so as not 
to make the decay sound artificially short. Dig- 
itally compressing the sample first (see below) 
will allow you to apply a tighter envelope 
without ruining the natural shape of the note. 


Free Echo Effects. To create echo without 
an external signal processor, loop a non-sus- 
taining sound. Set the loop start point at the 
sound's beginning, and adjust the loop end 
for the desired echo period (you may need 
to graft on some silence for longer echo 
times). Then process the sound through an 
amplitude envelope that decays over time, 
so that the echoes fade out. The tradeoff is 
that the echo time shortens when you play 
higher notes and lengthens with lower notes 
... but that can actually give some cool ef- 
fects. You can create a more complex echo 
by splicing several different samples together 
using your sampler’s cut-and-paste com- 
mands and then looping the result. 


Why Be Normal(ized)? I|n the studio, 
many engineers use compression or limiting 
to decrease a percussive sound’s dynamic 
range. This lets you print a higher average 
level on tape for more “punch.” You can 


build the same effect into samples. 

Figure 1 shows a typical percussion sound 
with a sharp initial attack transient. If you 
set the level low enough so that the peak 
doesn’t distort, the drum’s “tail” will be at 
a very low level. 

To create a more compressed version of 
the sample, you need a sample editor with 
a gain normalization option that lets you re- 
strict the dynamics to a user-settable thresh- 
old. (Not all samplers’ gain normalization 
commands will do this. Some are capable 
only of increasing the sample’s amplitude 
to full code, not restricting it to within a 
threshold value.) Set the threshold to about 
66% of the existing dynamic range. Figure 
2 shows the same bass drum sample, but 
zoomed in on the attack for clarity; the dotted 
line shows the threshold. 

Now normalize individual peaks that ex- 
ceed the threshold, bringing them down to 
this threshold. (The region selected for nor- 
malization should always be bounded by 
zero-crossings, to prevent pops and clicks.) 
Figure 3 shows the same region as Figure 2, 
but with the first two peaks normalized to 
the threshold (the highlighted section has just 
been normalized). 

Return the threshold to maximum, and 
normalize the entire waveform to maximum 
dynamic range. Compare Figure 4 to Figure 
1; the average signal level is considerably 
higher than it was to start with. 

Limiting in the digital domain means min- 
imal pumping, overshoot, distortion, and oth- 
er problems associated with analog limiting 
(although limiting does bring up the noise 
floor by an amount equal to the number of 
dB by which the signal is limited). Another 
caution: Limiting can also make quantization 
noise seem more pronounced. 

Normalization can bring up low-level sig- 
nals as well as attenuate high-level signals, 
but attenuation followed by normalization 


14336 


15104 


seems to work best. 


Weirdo Techno Percussion. The same 
vocal samples that form the backbone of a 
techno tune can make great percussion instru- 
ments. What seems to work best is transposing 
up an octave or two (or three), and striking the 
keys rapidly. Sounds that start with plosives 
(p, b, etc.) and sibilants (s, sh, etc.) work best 
for this application. You may find that it’s fun 
to slice and dice a single spoken phrase into 
several separate words, each of which can be 
triggered in its own stuttering rhythms. 


Pitch-Shift Plus Transpose. To save mem- 
ory, you can digitally pitch-shift a sample to 
a higher pitch. (This usually requires a rea- 
sonably sophisticated visual editing program, 
such as Passport’s Alchemy, or a sampler with 
the same sort of DSP functions on-board.) On 
most sample editors, pitch-shifting shortens 
the sample time, thus saving memory. Some 
may allow pitch-shifting to be combined with 
time-stretching, which will cause the sample 
to get higher in pitch without being shortened. 

When assigning the shifted sample to the 
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keyboard, transpose it down from the unity 
(root) pitch by an amount equal to the 
amount by which it was pitch-shifted up. The 
result: a sample with the same apparent pitch 
as the original, but which takes up consid- 
erably less space. You don’t get a free lunch, 
though; the usual tradeoff is more low-end 
grit. 


Mod Wheel Phrase Chopper. The 
quickest way to play a rhythmic loop or 
phrase in double-time is to tie the sample 
start or end point to the mod wheel so that 
pushing the mod wheel all the way forward 
cuts the time in half. This technique also 
works well with spoken word phrases when 
you want to selectively cut words from the 
beginning of the phrase. However, if you 
want to do serious sentence deconstruction, 
you're better off making several copies of the 
sample, assigning them to different keys, and 
adjusting the start and end points to isolate 
individual words. 


Flam It! Flam effects, where two percussive 
hits occur within a fraction of a second of 
each other, can add useful accents to toms, 
vibes, handclaps, and the like. Assuming your 
layers have a programmable delay time, copy 
the sounds to be flammed to a separate “flam 
layer,” then set the layer delay for 20 to 50 
milliseconds — instant flam. Control the lay- 
er’s level with the mod wheel or pedal, or 
with velocity switching, so you can bring the 
flams in and out. 

If you can’t delay a layer, there’s a 
workaround. During the sampling process, 
leave a little bit of “dead air” at the beginning 
of the sound to be flammed and layer two 
of these samples on the same key. For the 
main sound, move up the sample start point 
so that the dead air goes away (but don’t trun- 
cate the sample; just move the start point). 
For the flammed sound, trim the start point 
for the desired amount of delay. 
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If the sound to be flammed has already 
been sampled, insert about 50 milliseconds 
of silence at the beginning of the sound, then 
follow the same procedure. (I keep a short “si- 
lence” file on my hard disk for such purposes.) 


Space: The Final Sampling Frontier. 
Sampled ambient drums are very popular, 
but sampling with reverb quickly uses up 
huge amounts of memory. A more memory- 
conserving option is to sample dry drums (or 
truncate the tails off samples with ambience), 
sample the ambience separately, and layer 
the two together. 

Start by locating a usable “universal” am- 
bience sample, such as a snare sample with 
a long ambient tail (see Figure 5). To create 
the ambience sample, locate where the pri- 
mary snare sound has decayed, and do a DSP 
fade-in to that point (Figure 6). This may require 
a couple of successive fades to get rid of most 
of the snare sound. Also consider normalizing 
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the ambience sample for a hotter level. 

Assign the ambience sample to a separate 
layer so that it triggers along with the snare; 
for the other drums, create copies of the am- 
bience sample, process them as appropriate 
(for example, with a low tom sound you 
would probably transpose the ambience 
down several semitones and filter out some 
of the brightness), then assign them to the 
keyboard as appropriate. 

You can also process the ambience for 
added effects: add an envelope to the am- 
bience sample and shorten the decay to re- 
duce the size of the “room,” simulate gated 
reverb by setting the ambience sample’s en- 
velope for an abrupt cutoff, or use the sample 
reverse function for instant backwards reverb. 

Another useful option is to assign the sam- 
pler’s mod wheel so that it controls filter cutoff 
on the ambient samples to “deaden” or 
“brighten” the room, or control the amplitude 
of the ambience from the wheel to modulate 
the wet/dry mix. 


Mess Around. In these pages we've only 
scratched the surface. Don’t be afraid to ex- 
periment! It’s truly amazing how many peo- 
ple pay thousands of dollars for features they 
never use. Tweak some parameters — it’s 
good for your musical health, and makes 
sampler designers feel appreciated. E 
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consists of equations that describe the 
mechanical and acoustical behavior of the in- 
strument as it is played. To the scientist, a phys- 
ical model is interesting because it embodies 
the Newtonian ideal of a precise mathematical 
description of a complicated mechanico- 
acoustic process. 

To the musician, a PM instrument is inter- 
esting for several reasons — first because it 
simulates the behavior of traditional instruments 
in performance. Because the simulations are 
electronic, a synthesizer can model many dif- 
ferent instruments at the push of a button. 

This is convenient, a skeptic might observe, 
but what is the point of simulation if we already 
have real instruments? One answer is: The pos- 
sibilities of PM go beyond the real world. PM 
can create sounds of fanciful instruments that 
would be impossible to actually build, wild in- 
struments whose geometry can change over time, 
such as an elastic cello that “expands” and 
“shrinks” over the course of a phrase, or impos- 
sible drums whose heads cannot be broken no 
matter how hard they are hit. PM techniques 
are scalable, so that from a description of one 
gong one can fabricate an ensemble of a dozen 
gongs, say, ranging in diameter from 30 centime- 
ters to 30 meters. Starting from a description of 
a single string, a musician can play a virtual guitar 
whose strings are as long and thick as bridge 
suspension cables. To the delight of musical al- 
chemists, changing the materials of construction 
— from silver to brass, to exotic woods, to plastic 
— may be as simple as pushing a button on a 
synthesizer. 


NOTE-TO-NOTE TRANSITIONS: PHYSICAL 
MODELING VERSUS SAMPLING 

When you press a key on a sampler, it emits 
a reasonable semblance of a single note played 
by an acoustic instrument. But when you put 
the notes together into phrases, melodies, and 
chords, it is obvious that major chunks of 
acoustic and performance information have 
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been left out. This points out a fundamental lim- 
itation in existing sampling technology. In ex- 
pressive instruments like saxophones, violins, 
and guitars, each note is created in a musical 
context. Within a phrase, a note is reached from 
another note (or from silence) and leads into 
the successive note (or leads to silence). Res- 
onances from previous notes may ring across 
or beat against these transition points. Transi- 
tional sounds like breathing, tonguing, key 
clicks, and sliding fingers along strings punctuate 
the phrase. And the virtuoso applies context- 
sensitive effects such as rubato, portamento, vi- 
brato, crescendi and diminuendi to individual 
notes and groups of notes. 

In contrast to sampling, PM synthesis ex- 
cels at simulating transitions between notes 
and timbres. Dynamically adjusting the pa- 
rameters of a virtual instrument (such as elon- 
gating a virtual resonating tube) often results 
in believable sonic transitions. PM also cap- 
tures the accidents that occur in performance, 
such as squeaks, mode locking, and multi- 
phonics. These sounds are uncontrollable 
when a novice attempts to play, but when 
used in a controlled manner they inject a dose 
of expression. In PM synthesis these sounds 
occur “naturally,” as a side effect of certain 
parameter settings. 


EXCITATION & RESONANCE 

PM synthesis captures the interaction between 
an exciter and a resonator. An excitation is an 
action that causes vibration, such as the hit 
of a stick, the stroke of a bow, or a blast of air. 
A resonance is the response of the body of an 
instrument to the vibrations generated by the 
exciter. From a signal-processing point of view, 
the body acts as a filter applied to the excitation 
signal. 

Exciter/resonator interactions fall into two 
basic classes: decoupled and coupled. If we 
connect the output of a noise generator to a filter, 
for example, the noise generator (exciter) and 


ever since the very first sound of the human voice emanated from 
the earliest created of mankind, causing the oral mystery of 
sounded syllables to float upon the balmy airs of Paradise, until 


now, has aught been perfected which could approximate in any real 


degree to the Divinely bestowed “music of speech.” Many and varied 


have been the efforts made, from time to time, to accomplish this ap- 


parently impossible purpose, but all have proved alike worse than fu- 


tile. It has been reserved for Mr. Giacopo Saguish of Constantinople to 


become the wonderful and fortunate inventor of the Automaton Head, 


which (miraculous to relate) he has so contrived, by means of the nicest 


and most exquisitely constructed mechanism, that it can rival Nature 


herself in its vocal and elocutionary powers. — Description of the An- 


thropoglossos (a mechanical vocalist), London 1835 


Mass Spring 


Fig. 1. Mass-spring model of vibrating strings (see 
page 93). The springs model the elasticity of the 
string. In a longitudinal wave (b), the compres- 
sion (indicated by an asterisk) moves in the same 
direction as the wave propagation. As the wave 
propagates (c), the second mass moves to the 
right, compressing the second spring. In a trans- 
verse wave (d), the initial disturbance is perpen- 
dicular to the direction of wave propagation. 
Again, the action of the springs puts succeeding 
masses into motion (e). 


Fig. 2. Models of vi- 
brating surfaces and 


RAS volumes (see page 
oe a a 94). The black dots 
EPSP SPADA 
6 ee ee a a masses, and 
PERULA TAC Ae the lines represent 
CD 7 
Bde ib 4b 4b e springs. (a) Model of 
ra a a 


a vibrating surface. 
(b) Model of a drum 
head as a circular 
arrangement of 
springs and masses. 
(c) A vibrating vol- 
ume can be modeled 
as a lattice of masses 
connected by springs 
on six sides. 
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Fig. 3. A plucked string as simulated by the 
MOSAIC program. (See the text, page 96, for 
an explanation.) 


Energy Source 


Feedback 


Nonlinear excitation 
(bow, mouthpiece, 
plectrum, etc.) 


Linear resonator 
(string, tube, 
body, etc.) 


Output waveform 


Fig. 4. The McIntyre, Schumacher, and Wood- 
house model of instrumental oscillation (see page 
96). Wave reflections from the linear resonator 
influence the nonlinear exciter, constituting a 
feedback path. 
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Wavefront ~“!*~ Wavefront 


Fig. 5. A string struck at the center generates two 
waves moving in opposite directions (see page 
97). This is the basis for the waveguide delay line 
model of strings. 
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the filter (resonator) are decoupled. That is, there 
is no other interaction between the source and 
the excitation than a transfer of sound energy 
from the exciter to the resonator. In contrast, 
the mechanism of tone production in a saxo- 
phone is an example of coupled excitation. This 
means that the vibration of the resonanting part 
feeds back to the excitation part. In particular, 
the frequency of the vibrating reed is strongly 
influenced by acoustic feedback from the res- 
onating bore (tube) of the instrument, after being 
excited initially by a blast of air from the mouth. 

The interaction between the excitation and 
the resonance creates the variety and subtlety 
of sound we hear in performances by instru- 
mental virtuosos. Because PM techniques can 


model this interaction, they tend to commu- 


nicate a sense of gesture behind the emission 
of sound. 


ANCIENT HISTORY OF PHYSICAL MODELING 
PM synthesis is not one technique, but a family 
of methods developed by researchers over sev- 
eral decades. Because of their mathematical 
nature and the heavy computational load they 
impose, PM synthesis emerged slowly from 
the laboratory. Only in the mid-1980s were 
efficient implementations developed for certain 
types of PM synthesis. These efficient algo- 
rithms are based on common signal-processing 
operations such as delay lines, filters, and 
wavetable-lookup operations. 

It should be mentioned, however, that the 
efficiency of techniques such as used in the 
new Yamaha synthesizers comes at the expense 
of drastic simplifications. This means that they 
generate instrument-like tones, and in particular 
instrument-like transitions, without necessarily 
capturing the last drop of realism. In any case, 
realistic simulation should not be used as the 
only standard by which to judge a synthesizer. 
What PM offers is a quality of expressive per- 
formance that has been lacking in samplers, 
and a flexibility that can take it beyond known 
instruments. On these counts alone it is a wel- 
come addition to the electronic orchestra. 

The concepts behind physical modeling syn- 
thesis can be traced to nineteenth-century sci- 
entific treatises on the nature of sound. Lord 
Rayleigh’s extraordinary Theory of Sound, pub- 
lished in the 1890s, detailed the principles of 
vibrating objects and described the mathemat- 
ical physics of vibrations in open air, tubes, and 
boxes. Analog electronic models of human 
speech mechanisms were created as early as 
the 1930s, but progress in refining these models 
was slow until the computer era. 

John Kelly and Carol Lochbaum at Bell 
Telephone Laboratories were the first to adapt 
a physical model of the human vocal tract to 
digital sound synthesis. Their rendition of Bi- 
cycle Built for Two, which appeared on the 
Bell Telephone Laboratories disk Music from 


Mathematics produced by Max V. Mathews 
in 1960, became a world-famous symbol of 
the increasing capabilities of digital computers. 
(The Stanley Kubrick film 2001: A Space 
Odyssey makes reference to this achievement 
when the once-powerful computer HAL re- 
gresses to its earlier days and sings this song. 
The version in the film is sung by a human ac- 
tor, however.) 

By 1967, Lejaren Hiller, James Beauchamp, 
and Pierre Ruiz created the first physical models 
of plucked string instruments on the Illiac com- 
puter at the University of Illinois. Concurrently, 
Professor Ercolino Ferretti, working at Harvard 
and MIT in the 1960s, made his own models. 
In 1967, encouraged by preliminary results, 
Ferretti set up a Massachusetts company called 
Ferretti-Lay, with the goal of commercializing 
computer-synthesized music. The main investor 
was the corn-chip magnate Michael Lay. Un- 
fortunately, the computational demands of clas- 
sical PM techniques oversaturated their main- 
frame computer. Ferretti-Lay disbanded in 1970. 
The technical difficulties these pioneers encoun- 
tered — little acoustical data, extremely slow 
computers, inefficient models, and primitive 
programming environments — cannot be un- 
derestimated. 

A decade later, technological conditions 
had improved somewhat. Claude Cadoz and 
Annie Luciani of the ACROE group in 
Grenoble, France, continued to push PM 
synthesis into the forefront of digital synthesis 
research, despite the enormous computation 
times involved. 

But this was not their only contribution. A 
physical model, they reasoned, was meant to 
be played. The physical construction of an 
acoustic instrument constrains it to a particular 
action. On a trumpet, for example, high- 
pitched notes require more physical effort. The 
strings of a sitar or guitar require manual force 
to be bent, and a well-adjusted piano action 
contributes to the performance of a virtuoso. 
By contrast, the input devices attached to elec- 
tronic instruments often have little mechanical 
“feel” to orient the musician. Computer control 
of mechanical devices offers the possibility of 
input devices with a programmable response 
to the touch. By using digitally controlled elec- 
trical motors, Cadoz and Luciani designed key- 
boards and joysticks with a variable force-feed- 
back response, corresponding to the synthesis 
model they drive. 

By the mid-1980s, the discovery of the 
Karplus-Strong (KS) plucked-string algorithm 
at Stanford’s Center for Computer Research in 
Music and Acoustics (CCRMA) provoked fresh 
interest in PM as a practical real-time synthesis 
technique. The KS method began as something 
of a hack — a very efficient algorithm that emit- 
ted a resemblance of a plucked string. The 
commercial potential of KS synthesis was no- 


Nonlinear 
excitation 


Scattering 
junction 


Simulated 
acoustic 
signal 


Fig. 6. Generic waveguide instrument model for sim- 
ulating stringed or wind instruments (after P. Cook). A 
nonlinear excitation injected into the upper delay line 
travels until it hits the scattering junction, which models 
the losses and dispersion of energy that occur at junc- 
tions in acoustical systems. Some energy returns to the 
oscillator junction, and some passes on to the output 
junction, modeled by a filter. (See page 97.) 
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delay line) junction) delay line) 
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—» radiation 
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Fig. 7. Clarinet modeled using waveguides (see page 
97). Only a single hole is needed, since the sizes of 
the upper and lower bores change according to the 
pitch being played. 


ticed by the Mattel toy company, which li- 
censed the technology and built a chip to re- 
alize it before they canceled the project due 
to internal corporate politics. 

By recognizing that the KS algorithm was 
a form of waveguide filter (see below), Julius 
Smith and his colleagues at Stanford placed 
the algorithm in the framework of a more gen- 
eral theory. They continued to extend their 
models — to drums, wind instruments, and 
strings — and published many papers in the 
computer music and acoustics literature. Julius 
Smith worked part-time for the fledgling NeXT 
Computer company, so it is not surprising that 
the first implementations of waveguide PM syn- 
thesis appeared on the NeXT workstation, 
many developed by Smith’s graduate student 
Perry Cook. 

CCRMA made these programs available via 
Internet, so that in 1992 many musicians, in- 
cluding this author, were trying out waveguide 
PM synthesis for themselves. Some time earlier, 
the Yamaha company had entered into a secret 
agreement with Stanford to commercialize this 
technology. Obscured by recent publicity is 
the fact that researchers at the IRIS center in 
Italy — notably Andrea Paladin and Davide 
Rochesso — had already implemented wave- 
guide instruments on the MARS musical work- 
station sold by Bontempi/Farfisa. Notices ap- 
peared in Bontempi/Farfisa advertising literature 
as early as December 1992, a full year before 


Yamaha’s announcements. Even so, Yamaha’s 
dramatic 1993 introduction of a ready-to-play 
commercial keyboard synthesizer based on 
waveguides — the VL1 — took many by sur- 
prise. Making waveguides playable is no small 
part of their achievement. 


THE GLASSICAL METHOD OF PHYSICAL MOD- 
ELING 

Prior to waveguides, a “classical” theory of PM 
drove research. Classical PM models sound- 
producing structures as a mesh of tiny masses 
interconnected by springs. This approach dom- 
inates descriptions of instrument behavior in 
textbooks on musical acoustics. 

The oldest mass-spring model (developed 
by Joseph Bernoulli in the nineteenth century) 
is that of a vibrating string. Rather than con- 
sidering the string as a continuous medium, 
he modeled it as a discrete structure like a 
string of beads. This model captures two es- 
sential qualities of vibrating media. First, vi- 
brating media have a density, which is the 
mass per unit amount of the medium. For a 
string, the density can be measured as its 
weight. Second, vibrating media are elastic; 
if any part of the medium is displaced from 
its position of equilibrium, a restoring force 
— modeled by the spring — immediately ap- 
pears that tries to push it back. If we create 
a disturbance in one part of the string by 
plucking it, the displaced springs exert forces 
on adjacent masses, causing them to move 
away from their equilibrium position. This in 
turn causes others to move, and so on, ina 
process called wave propagation. 

Because of the mass of the medium, the 
springs do not move instantly, but instead re- 
quire a short time. As a result, a pluck impulse 
propagates through the medium at a specific 
speed (see Figure 1). 

Figure 1a depicts a string as a number of 
identical masses connected together by light 
springs. If the first mass is displaced to the right, 
the first spring compresses, exerting a force 
on the second mass (Figure 1b). The second 
mass will then move to the right, compressing 
the second spring, and so on, as in Figure 1c. 
Since the displacements of the successive mass- 
es are in the direction that the disturbance is 
traveling (that is, horizontally), this is called 
a longitudinal wave. 

Figures 1d and 1e show transverse wave 
propagation that occurs when the initial dis- 
placement is perpendicular to the direction that 
the wave propagates. This is the main type of 
wave vibration occurring in musical strings that 
are plucked, hammered, or bowed. Another 
type of vibration is rotational, but this is not 
usually modeled in sound synthesis. 

The effect of excitation on a given point of 
the string can be modeled as the application 
of a force to a single mass that transmits this 
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Fig. 9. Perry Cook playing his prototype HIRN 
controller (see page 97). 
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Sampled sound 
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Fig. 10. Parameter estimation sound analyzer im- 
plemented by Erling Wold (see page 99). The goal 
was to estimate parameters for a physical model- 
based synthesizer, with a view toward separation 
of two mixed signals. If a given estimate was too 
far from the approximate state-equation model, the 
system tried another iteration of estimation. 
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force to the other masses via the springs. After 
a string has been struck, the shape of the string 
at a particular point in time is determined by 
solving a set of equations. 

The mass-spring representation can be ex- 
tended to vibrating surfaces and volumes. Sur- 
faces can be modeled as a fabric of masses 
connected by more than one spring (Figure 
2a), or arranged in a circular pattern to model 
the skin of a drum (Figure 2b). Volumes take 
the shape of a lattice (Figure 2c), with the mass- 
es interconnected up to six ways. 

A mass-spring model can also describe the 
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excitation. The nonlinear oscillators that are 
often used as exciters in PM methods can be 
viewed in terms of masses interconnected by 
nonlinear springs. The masses represent the 
inertial behavior, while nonlinear springs ac- 
count for elastic properties of the body of the 
exciter. A nonlinear friction component ac- 
counts for the contact condition between the 
exciter and the resonator. Such a representation 
has been used in a model of the hammer of 
a piano, for example. 

The work of building a classical physical 
model of an instrument is a major scientific 
project, consisting of the following steps: 


1. Specify the physical dimensions and prop- 
erties of the vibrating objects, including their 
mass and elasticity. Describe the behavior 
of the vibrating objects in terms of differ- 
ence equations. 


2. Describe the boundary conditions to which 
each vibrating object is constrained; these 
are the limiting values of the variables that 
cannot be exceeded. 


3. Specify the initial state of the instrument, 
for example, the starting position of a string 
at rest. 


4, Insert the appropriate equations describing 
impedence effects at the linkages of the var- 
ious parts of the instrument. Impedence is 
a resistance to a driving force; in a medium 
with high impedence, a large force is re- 
quired to generate a small amplitude. As 
waves pass from one part of an instrument 
to another, the impedence of the different 
parts alters the wave propagation. For ex- 
ample, if two strings are joined, and one 
is much heavier than the other, the wave 
will hit the heavier string and nearly all the 
energy will be reflected back to the lighter 
string, whereas if the two strings are of equal 
impedence, there will be no reflections. 


5. Specify the filtering due to factors such as 
friction, and the pattern of sound radiation 
from the instrument. 


6. Program an excitation in terms of an algo- 
rithm that acts as a force impinging on the 
vibrating object. Typical sources of exci- 
tation include drumsticks, mallets, and pi- 
ano actions, wind sources such as the flow 
of air between reeds, and the bows of 
stringed instruments. Coupling (feedback) 
between exciter and resonator can be spec- 
ified in this algorithm. 


At this point one has a rather complicated 
set of equations that represent a physical mod- 
el. To generate sound one activates the wave 


equation algorithm, which combines all these 
factors. This involves an iterative approximation 
procedure that tries to find reasonable values 
for dozens of interdependent variables simul- 
taneously. In these methods a solution is ob- 
tained by first guessing at a solution and then 
successively improving the guess, iteratively. 
After some number of iterations, the wave 
equation emits a single sample value repre- 
senting a sound pressure wave at a given in- 
stant of time. 

This laborious procedure must be carried out 
for each and every sample, meaning that the 
classical approach to PM synthesis poses a brick 
wall of computation. In the 1980s researchers 
were looking for ways to simplify the classical 
model in order to build more practical imple- 
mentations. This research followed three main 
lines, which we'll look at next. 


MODAL SYNTHESIS 

Modal synthesis, developed by Jean-Marie 
Adrien and his colleagues at IRCAM in the late 
1980s, represents a simplification of the mass- 
spring paradigm. It starts from a premise — 
well-known in the industrial world — that a 
vibrating object can be broken down into a 
collection of substructures. The number of sub- 
structures is usually small in comparison with 
those in the classical mass-spring approach. 
Typical substructures of instruments include 
violin bridges, violin bodies, acoustic tubes, 
bells, drum heads, and so on. 

When it is excited, each substructure has 
a set of natural modes of vibration that are spe- 
cific to a particular structure. A factor in favor 
of modal synthesis is that a well-defined 
methodology for analysis of modes of vibration 
already exists, due to its many industrial ap- 
plications. This methodology can be adapted 
to sound synthesis. 

For simple vibrating structures such as a 
string, the modal data is available in the me- 
chanical engineering literature in the form of 
equations. For complex vibrating structures the 
modal data can be obtained through exper- 
imentation with actual instruments. Tools for 
this type of mechanical engineering analysis 
— transducers and analysis software — are 
used in other industrial applications and so 
are available to acoustics researchers. 

Besides a reduction in computational com- 
plexity, the modal approach has an advantage 
of flexibility over the mass-spring paradigm. 
This derives from the modularity of the sub- 
structures. The instrument designer can add 
or subtract substructures to create time-varying 
synthesis effects, such as “expanding” or 
“shrinking” the size of an instrument. The 
method also permits timbral hybrids to be cre- 
ated by combining substructures from different 
instruments. 

MOSAIC, a program written in Lisp and de- 

Continued on page 100 
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Ultrafex II from Behringer: 
The First Enhancer | 
with Stereo Surround. 


Only 32, Ulrich "Uli” Behringer has already 
produced a world-class line of signal processing 
encompassing over 20 ground-breaking products. 

His new Ultrafex II is a typically innovative 
enhancement processor that adds more clarity, 
punch and excitement to your mixes. Its smooth, 
quiet Behringer audio performance can give your 
recordings the professional impact they’ve 
been missing. 

As usual, Uli has come up with an incredible 
lineup of features for the Ultrafex, including Effect 
Solo, adjustable High and Low Frequency Processing, 
fully controllable Single-Ended Noise Reduction and 
Stereo Surround — something no one else has. 

What can Stereo Surround do for your music? 
Difficult to describe in words, but a revelation 


© 1994 SAMSON 


Hicksville, NY 11802-9068. 


IF IT WEREN'T FOR BLIND AMBITION, 
THIS KIND OF SIGNAL PROCESSING 
SIMPLY WOULDN'T EXIST. 
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Ultrafex II. Another breakthrough 
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For more information ab t the full 
processing, please call (516) 932- -3810, 
Or write to Samson Technologies Corp., P.O. Box 9068, 


Suggested retail price for Ultrafex Il is $349.99. 
Behringer is exclusively distributed in the U.S. by Samson Technologies Corp. 


BIG FISH AUDIO 
ROSS GARFIELD DRUMS 


SOUND QUALITY: Kk kK 
SELECTION: KK KK 
BANG FOR THE BUEK: x kkk 


Overview: Top-notch collection 
of bitchin’ acoustic drum and 
percussion samples, plus a few 
techno sounds. 

Contents: Over 1,200 multi-ar- 
ticulation samples of snares, 
kicks, hi-hats, toms, cymbals, 
and miscellaneous percussion, 
arranged in standard banks as 
well as General MIDI banks. 

Retail Price: $399.95 (CD- 
ROM), $99.95 (audio CD). 

Contacts Big Fish Audio, 11003 
Penrose St., Suite C, Sun Valley, 
CA 91352. (800) 717-3474, (818) 
768-6115. Fax (818) 768-4117. 


CD-ROM (SampleCell, 
Akai, Roland, E-mu): 
ROSS GARFIELD DRUMS 
The cover of this CD declares it “The 
Best Drums on Earth,” so you can bet 
we approached it with a bit of 
healthy skepticism. But we were very 
pleasantly suprised by the quality 
and selection of these sounds. Ross 
Garfield, nicknamed “the Drum 
Doctor,” has compiled an impressive 
collection of drum and percussion 
samples, all neatly arranged on this 
disc. We chose to test the Sample- 
Cell version; it's aimed at SampleCell 
Il users, but includes banks for the 
original SampleCell, too. 

Almost all of the Ross Garfield 
samples are of great-sounding in- 
struments recorded in great-sound- 
ing rooms with excellent mikes. The 
set isn’t the most complete selection 
of drums you'll find; techno and in- 
dustrial sounds make up less than 
5% of the collection, the lion’s share 
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of the disc being devoted to 
acoustic drums and percussion in- 
struments. (There is a complete 
complement of Roland TR-808 
sounds, however.) 

On most of the drums there are 
from three to five levels of dynam- 
ics. In addition, many of the sam- 
ples are of the same drum with the 
same reverb and the same general 
dynamic level; some might see this 
as a waste of space, but if you're go- 
ing for realism — one of this col- 
lection’s biggest strengths — using 
several different hits within a pattern 
can really liven things up. Finally, 
many of the drums are sampled in 
different reverb environments. All 
of the sounds (even the kicks) are 
sampled at 44.1kHz. 

Snares are usually the weak link 
in drum-sound collections, but not 
here. Plenty of these snares are very 
contemporary-sounding, with a 
hard, cracking attack and a warm 
over-ring. For rock-and-roll realism, 
we especially like the “1925 4x14 
Ludwig” and the “thrash” snare 
groups. The ballad snares are beau- 
tiful, and the more generic snares 
are nice and crisp. The kicks are also 
excellent, with a great selection of 
dry and wet samples, although none 
have really huge reverbs. (But hey 
— that’s what effects sends are for!) 

The hi-hats are exquisitely EQed 
and span the spectrum from tightly 
closed to wide open, but missing 
are hard-hit, loose hats — they'd 
complement the slammin’ thrash 
snares nicely. There are more toms 
than you can shake a stick at (187 
total), many of which are very 
punchy and airy. The ride and crash 
samples are generously long (most 
ring for five or six seconds), with 
plenty of choked variations; in many 
of the crashes you can clearly hear 
the cymbal rocking on the stand 
during its decay — also great for re- 
alism. The percussion sounds range 
from the exotic (caxixi and chin- 
chin) to the not-so-exotic (pots, 
pans, and broom handles) and live 
up in every way to the rest of the 
collection. A few of the rides and 
percussion (like guiro) come in 
loop-ready “pattern” versions. 

The samples are arranged into in- 
struments, which in turn are arranged 


into banks. You can open one of 48 
standard banks or 30 General MIDI 
banks, or build a bank of your own 
from the many instruments; there are 
low-memory configurations as well 
as extended-memory ones. Docu- 
mentation can be found in a “Read 
Me” file, and everything is well in- 
dexed in database files that can be 
opened in a spreadsheet or word- 
processor program. 

Are these the best drums on 
earth? That's a tall order, but we’ll 
bet that if you own this collection 
you won't need to scrounge around 
for acoustic drum samples very of- 
ten. (And it sure is hard to find a 
caxixi at 11 PM on a Sunday night!) 
We encourage you to check out the 
Ross Garfield collection — it might 
satisfy your drum-sound hunger for 
along, long time. —Karl Coryat 
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Overview: A splendid collection 
of humorous, R&Bish, reggae-ish, 
and raunchy male, female, com- 
puter-generated, and processed 
vocal samples for house, trance, 
rap, and dance music. 

Contents: 1,071 vocal samples 
spread across 61 tracks (includ- 
ing demo song); about one hour 
of vocal material. 

Retail Price: $99. 

Contacts MID! Mark Productions, 
Box 217, Whittier, CA 90608. 
(310) 699-0095. Fax (310) 699- 
0864. 


SAMPLING CD: 

VOCAL BYTES 

When we heard some of the one- 
thousand-plus lines that were sung, 
chanted, screamed, howled, and 
scatted by exceptional professional 
blues, R&B, and gospel singers for 
MIDI Mark’s Vocal Bytes, we just 
couldn’t wait to get them into our 
sampler. With this CD, you’ll not 
only have fun choosing among the 


sometimes R-rated and processed 
sound bytes, you may also find 
them useful for situations beyond 
the rap, trance, house, and dance 
styles for which they were intended. 
You might even lighten up the dour 
listeners at an academic electro- 
acoustic concert with some of the 
humorous interjections that can be 
found here, such as “Come on and 
dance, sugar,” “It’s about time to 
light up a spliff,” or a pseudo-sinister 
pirate laugh. Just as important for 
serious sampler users: These sam- 
ples are royalty-free. 

Although tracks aren’t indexed, 
all the lyrics are quoted in the CD's 
liner notes. Forty-nine of the 61 au- 
dio tracks feature a soloist. Four 
women handle 23 of these tracks, 
and an equal number of men round 
out the remaining 26. Two tracks 
feature vocal groups of four men. 
The singers’ vocal prowess is very 
impressive, in terms of both expres- 
sivity and range. Once again, these 
are pros, and they’re capable of 
making joyful (and scary) vocal 
noises that most of us could never 
dream of duplicating . . . except 
with our samplers. 

What kinds of things do these 
people sing, squeal, or shout? Things 
like “Spin it, DJ,” “We can do dis all 
night,” “Now ease yourself back into 
consciousness,” “VWoooo!” “Wa sup 
y'all?” and “The mutha of all 
groove.” In a few cases, quotes are 
repeated in a different way by the 
same singer (“Can you feel it?” once 
softly and again with more emotion), 
or by another vocalist. 

Some of our favorite tracks ap- 
pear at the end of the disc. Two 
tracks consist of hilarious lo-fi sam- 
ples of a male vocalist who record- 
ed comments like “Sounds funky, 
don’t it?” into a cheap Casio SK-5 
sampler. Another two tracks feature 
computer-generated statements 
such as “Overload,” “Lowpass fil- 
ter,” “Sonic blaster,” “Virus detect- 
ed,” “Give me new jack swing,” and 
“Would you like some house mu- 
sic?” The remaining tracks feature 
eerie and funny vocals sampled 
through three types of vocoders: a 
Korg DVP-1, a Roland VP-70, and 
a Roland SVC-350. 

For the most part, levels of indi- 
vidual vocal bytes are fairly consis- 
tent, although a few are softer than 
the others. Although the sound 
quality on this CD is top notch, giv- 
en the kind of music most people 
will be using these samples in, high 
fidelity may not be critical. In fact, - 
a lack of fidelity might even be 
ideal, which is good because it 


means you should be able to 
squeeze a lot of these vocal bytes 
into a minimal amount of memory 
by sampling at low sample rates. 
Keep in mind, though, that some 
aliasing may result in samples of 
powerful, high-pitched wails. 
Vocal Bytes will provide you with 
hours of sampling and playing fun. 
We haven't had this much fun since 
Dan Quayle left office. —Mark Vail 
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BIG FISH AUDIO 
STUDIO GRAND 


SOUND QUALITY: xk 
PLAYABILITY: * 
BANG FOR THE BUEK: xk 


Overview: Yamaha acoustic 
grand multisamples in 8, 16, 
and 32Mb volumes. 

Contents: 8 volumes: S. Grand 
p, S. Grand mf, S. Grand mf/A, 
S. Grand mf/B, S. Grand f, S. 
Grand 32/A, S. Grand 32/B, S. 
Grand 16. 

Retail Price: $99 (CD-ROM: 
Roland 700 series, SampleCell 
1 & Il, and Akai $1000). 

Contacts Big Fish Audio, 11003 
Penrose St., Suite C, Sun Valley, 
CA 91352. (818) 768-6115. Fax 
(818) 768-4117. 


ROLAND S-750/760/770 
CD-ROM: 

STUDIO GRAND 

While we had the new Roland S- 
760 at the office, we thought we'd 
give a listen to a CD-ROM from Big 
Fish Audio called The Studio Grand. 
Admittedly, sampling a grand piano 
is one of the toughest challenges a 
sound developer can face, but this 
disc had too many problems for us 
to whip up any enthusiasm . . . until 
we saw the price tag. For $99, the 
disc has a couple of very reasonable 
piano multisamples in it. 

The first of two 32Mb volumes 
on the disc contains one piano 
(called C7, which we're guessing 
means it’s a Yamaha grand). Two 
performances are provided, one 
stereo and one mono. Each perfor- 
mance provides three-way velocity- 
switching between three patches, 
designated “p”, “mf,” and “f.” The 
most immediately obvious problem 
is that the piano piano is much more 
muted in tone than the mezzo-forte 
piano. The result: If you play at a 
semi-soft, lyrical volume level, oc- 
casional notes will “pop out” unnat- 
urally because they’ll trigger the 
mid-level sample. The same prob- 
lem is apparent in the second 32Mb 


volume, which is only two-way ve- 
locity-switched. We would not rec- 
ommend this piano for solo work, 
as it is basically uncontrollable. 

A more subtle but telling diffi- 
culty is that the three sets of samples 
in the first volume appear to have 
been gain-normalized, but not 
enough compensation was pro- 
grammed into the patch levels. The 
result: The forte piano isn’t loud 
enough compared to the piano pi- 
ano — and as its tone dies away, it 
gets quieter more quickly (due to the 
natural variations in envelope shape 
within a single note). In the bass reg- 
ister, the forte piano samples die 
away to a point where the loop con- 
sists mostly of bell-like high over- 
tones. Those overtones are present 
in a piano string, but we’ve never 
heard them ring like this without a 
trace of the lower harmonics. Again, 
it’s a very unnatural sound. (The 
same samples are used in the vol- 
umes that have only forte pianos.) 

In the upper register, there’s 
quite a bit more hammer thwock 
in the piano piano samples than in 
the mezzo-forte ones, which has the 
odd result that as you play harder, 
the sound becomes less percussive. 
Also, the sample zones in this reg- 
ister don’t always have the same 
root key, so as you play harder or 
softer the hammer thwock will 
change in pitch. It’s just not a real- 
istic piano effect. 

We could talk about marginal 
multisample matching in the low 
register, or the fact that the upper- 
register harp resonance overtones 
are tuned at a different pitch in the 
forte piano than in the others . . . but 
that would be cruel. All we can say 
is, the loops are terrific. No kidding. 
Some of the smoothest, most mu- 
sical bass register long loops we’ve 
ever heard in a sampled grand. 

The best volumes on the disk are 
“S. Grand f” and “S. Grand mf.” No 
velocity-switching problems, and 
a nice rich tone. Two of our listeners 
commented that these pianos were 
very pleasant and would work well 
in a pop mix, but nobody wanted 
to play an unaccompanied solo on 
them. Overall, they’re bright 
enough, but the melody range 
doesn’t have enough overtones to 
sing well at high velocities. 

We spotted other problems in 
“S. Grand f” as well. The sample 
two octaves below Middle C is 
tuned slightly sharp, but you can fix 
that by adjusting the fine-tune pa- 
rameter at the partial level to —4. 
The sample two octaves above Mid- 
dle C has a problem that can’t be 


fixed: One of the strings on the pi- 
ano was out of tune with the other 
two when the sample was taken, re- 
sulting in a slight honky-tonk effect. 

Terrific loops, though. 
—Jim Aikin 


W.D. COAKLEY 
PERFECT PIANO SERIES 


SOUND QUALITY: Kk kk 
PLAYABILITY: Kk kk 
BANG FOR THE BUGK: ee 


Overview: Amazing Steinway 
and Kawai grand pianos in 
16Mb banks. 

Contents: Five Steinway banks, 
two Kawai banks. 

Retail Price: $299 (CD-ROM: 
SampleCell Il, Kurzweil K2000, 
Akai, Roland, and E-mu Elll 
formats). 

Contacts W.D. Coakley, 913 Fifth 
Ave. S., Lake Worth, FL 33460. 
(800) 742-6625. Fax (407) 547- 
8205. 


CD-ROM (SampleCell Il, 
Kurzweil, Akai, Roland, 
E-mu): 
PERFECT PIANO 
Our “do just the opposite” award 
for this month goes to Bill Coakley’s 
CD-ROM. Like the Big Fish CD re- 
viewed above, it contains only grand 
piano multisamples. The difference 
is, the best thing about the Big Fish 
pianos is the wonderful smooth 
loops. The only bad thing about the 
Coakley pianos is the loops. In every 
other area, this CD might as well be 
the real thing. You could probably 
get André Watts to play some 
Chopin on it, and as long as the 
sampler was hooked to a decent 
weighted-action controller nobody 
but a record producer would be 
able to tell the recording wasn’t 
made on a piano. It’s that good. 
We happened to use the Sam- 
pleCell Il version for our review, so 
we can’t testify about the en- 
velopes, filtering, and velocity re- 
sponse in other samplers, but what 
we heard was incredibly responsive 
and realistic. We could play quiet 
singing lines, we could bang out 
thick chords in the bass register, we 
could flash through dizzying runs 
in the top octave (well, some of us 
could. . .), and these pianos hugged 
the curves and roared down the 
straightaway. Coakley apparently 
spent a lot of time getting the right 
balance between close-miking of 
the strings and miking of the res- 
onance from the case. Then he 
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spent more time matching the sam- 
ples. True, everybody who samples 
a grand piano spends “lots of time” 
on it, whatever that means. Maybe 
Coakley has an edge because he 
was trained as a piano technician. 

About those loops, though. Most 
piano samples these days use long 
loops, especially in the low register. 
With careful crossfading between 
the start and end of the loop, it’s 
possible in a loop that’s a couple 
of seconds in length to get a halfway 
reasonable facsimile of the overtone 
activity in a vibrating string. Instead 
of this approach, Coakley chose to 
do short loops. We won't call them 
single-cycle, because some may 
contain four or eight cycles of the 
original, but they’re sure way short. 
The first couple of seconds of each 
note sound wonderful; the attacks 
are long. But when the sample en- 
ters the loop, the tone goes dead. 
The loops are smooth and in tune, 
so technically speaking maybe we 
shouldn’t call them “bad,” but mu- 
sically they’re way below par. 

To hear such a great attack fol- 
lowed by such an awful loop is al- 
most physically painful. And the 
phenomenon isn’t limited to the 
low bass register; you can hear it 
way up in the neighborhood of 
Middle C. Sometimes certain over- 
tones shift up or down slightly in 
pitch when the loop starts — an in- 
evitable result of the fact that in the 
attack portion of the sample these 
overtones are sharp or flat relative 
to the fundamental. In a short loop, 
they turn into whole-number mul- 
tiples of the fundamental, a distress- 
ingly audible shift. 

To be fair, in passages where 
anything else is happening musi- 
cally — a right-hand run or the rest 
of the band, for example — your 
listeners probably won’t notice the 
bad loops. But that’s making excus- 
es. With such great sampled mate- 
rial, there’s no excuse for needing 
to make excuses. 

As long as you don’t need to 
sustain any notes longer than a cou- 
ple of seconds, though, this is the 
sampled piano to own. 

—Jim Aikin 
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ROLAND SR-JV80-04 
VINTAGE SYNTH EXPAN- 


SION BOARD 

SOUND QUALITY: Kk 
SELECTION: Kk 
BANG FOR THE BUCK: es 


Overview: Classic synth sounds 


97 


sliced and diced with ’90s-era 
synth technology. 

Contents: 8Mb containing 255 
vintage synthesizer, Clavinet, 
Mellotron, and Hammond B-3 
“waveform” selections. 255 
patches for Roland JV-series 
synths, 510 patches for Roland 
JD-990. 

Retail Price: $445. 

Contacts RolandCorp US, 7200 
Dominion Circle, Los Angeles, 
CA 90040-3647. (213) 685- 
5141. Fax (213) 722-0911. 


ROLAND VINTAGE 
SYNTH EXPANSION 
BOARD FOR JV-SERIES 
SYNTHS & JD-990 

Back in 1991, InVision released 
Protologic for the E-mu Proteus/1 
synth module. It was the first inter- 
nally installed board that provided 
additional synthesizer waveforms. 
Now Roland has further developed 
the concept to come up with ex- 
pansion boards that contain wave- 
form and patch data for many of 
their current synthesizers: the JV- 
80, -90, -880, and -1000, as well 
as the JD-990. Five boards are avail- 
able, one each dedicated to pro- 
ducing pop, orchestral, piano, 
“world,” and vintage synth sounds. 
The main benefit of this implemen- 
tation is that more memory can be 
squeezed into such a board than 
into a PCM card. On the downside, 
you Can only install one board in 
a synth at a time; at least with a 
PCM card, you can quickly pull 
one card and insert another. (All of 
these Roland synths also have PCM 
and patch card slots.) 

When we heard that Roland had 
added a vintage synth board to their 
line of accessories, we just had to 
get our hands on it. The manufac- 
turer also provided a JV-90 for this 
review. Although there’s plenty of 
good stuff on the board for a JV 
synth, you get even more if you 
have a JD-990, because the board 
contains twice as many new patch- 
es for that machine. We're told that 
the 990 patches take advantage of 
that synth’s ability to perform hard 
oscillator sync and ring modulation. 

Many of the patches you get 
with the vintage synth board impel 
you to keep playing. Rather than 
stark, plain recreations of old in- 
struments, most of the patches take 
full advantage of modern synth 
technology, featuring layered voices 
and aftertouch response, and uti- 
lizing the built-in reverb and chorus 
effects. (One of our reviewers com- 
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mented that it would have been 
great to hear more of the classic 
waveforms in more pristine, less 
gimmicky patches.) 

As you might expect, plenty of 
old synths are emulated by this ex- 
pansion board, including the ARP 
2600, Oberheim OB-X, Sequential 
Prophet-5, Minimoog, and Yamaha 
CS-80. Lots of Rolands, too: JP-8, 
JX-3P, SH-101, Juno-60, MKS-80 
... and one of the more recent in- 
ductees to the Vintage Synth Hall 
of Fame, the D-50. Not that you'll 
necessarily like all the accurate rep- 
resentations of old synths. Take, for 
example, 2.3 Glass SEQ, a simu- 
lation of the PPG Wave 2.3. The 
patch sounds thin and somewhat 
bell-like, but not very satisfying. 
Equally insipid is VS Organbell, 
which is about as sweet and dig- 
itally lifeless as an organ sound can 
get. On the other hand, there are 
some excellent analog synth sim- 
ulations, such as the cutting Poly- 
sync and its chorused and more 
animated cousin, Wavesync. An- 
other standout is the crisp and bit- 
ing Waspy Synth, a recreation of 
the little yellow-and-black touch- 
keyboard synth from England. 

In addition to a number of old 
synths, you get renderings of a few 
prehistoric electroacoustic instru- 
ments, such as the Mellotron and 
Hammond B-3. (We miss having 
some electric piano samples to fill 
in for the Rhodes and Wurlitzer EPs, 
but there are a few Clavinets.) Of 
the nine Tron patches, StrawberyFlt 
stands out. With this dialed up, 
you're ready to launch into “Straw- 
berry Fields.” 

We’re disappointed in the six B- 
3 patches because of both their 
wimpy sound and the poor Leslie 
simulation. Although the tones are 
organ-like in timbre, they aren’t 
beefy enough. Even DirtyPurple, 
which bears no resemblance to 
what Deep Purple organist Jon Lord 
played, sounds anemic. The Leslie 
fails mainly because the modulation 
speed jumps immediately from 
slow to fast and vice-versa, rather 
than taking time to change speeds. 
While in some patches the mod 
lever and aftertouch control the ef- 
fect, in Velo Rotary, notes played 
with a higher velocity have fast 
Leslie-like modulation. Although in- 
teresting in concept, this is wholly 
unrealistic, because you can get 
both slow- and fast-modulating 
notes at the same time. 

Among the Roland instruments 
represented in the vintage synth ex- 
pansion board, our fave is VP-330 
Choir. The VP-330 was a vocoder, 


and this patch harks back to the 
days when Mellotrons and key- 
board-driven vocoders helped fill 
out a band’s vocals. VP-330 Choir 
strongly evokes memories of Isao 
Tomita’s synthesized orchestral ren- 
ditions of pieces like Stravinsky’s 
Firebird Suite. We also really like 
101OwBass, a punchy SH-101 bass 
timbre with aftertouch assigned to 
open up the filter and add vibrato. 
If you change pressure slowly, you 
hear the filter’s resonance step rather 
than sweep smoothly because the 
cutoff frequency is so low; it’s very 
subtle, but a common detriment to 
digital as opposed to analog filters. 

Aftertouch is active in almost 
every patch. While it’s often as- 
signed to traditional destinations 
such as filter cutoff, vibrato depth, 
and voice amplitude, it sometimes 
controls unexpected parameters. For 
instance, in Prologue — a soft, floaty 
patch that plays a fifth on top of the 
root note — pressure brings in a sec- 
ondary LFO-to-amplitude-modulat- 
ed voice that stays constant while 
the original voice slowly fades in 
and out. Pressure has a profound ef- 
fect on Poly X-pandr: With no extra 
pressure, it sounds like a typical fat, 
analog Oberheim patch; push down 
and its amplitude starts fluctuating 
in a mad 16th-note pattern. Ampli- 
tude modulation is also put to ef- 
fective use in Nervous Pan, which 
beats incessantly regardless of the 
pressure you exert on the keyboard. 
Aftertouch opens up the filter on this 
extremely playable patch. 

Roland's vintage synth board also 
provides a few arpeggiator-like 
patches. ArpeggiBs+12 is a flabby, 
square-wave bass patch in which 
each note that you play sounds a 
four-note octave trill. The notes in 
this pattern will sound regardless 
of how long you hold the key(s), 
and sustaining the note won't con- 
tinue the pattern — it only plays 
once. But playing and releasing the 
key quickly will cause the notes in 
the pattern to play staccato. By far 
the coolest of the arpeggiated patch- 
es is Playmate. Here, the time that 
elapses between notes determines 
the tempo of a pattern that plays the 
root twice followed by a perfect fifth 
and the octave above it. If you play 
an isolated note, you may not hear 
any arpeggio. The more notes in 
succession you play, the faster the 
arpeggio. This is fun! 

It’s too bad Roland doesn’t pro- 
vide better documentation with the 
expansion board. Beyond the wave- 
form and patch lists, all you get are 
rather obscure installation direc- 
tions. Of course you could take the 


instrument to your music store and 
let them install the board, but that 
isn’t always convenient. 

If you own a JV-series or JD-990 
synth and want lots of vintage 
waveforms and cool patches, 
Roland’s vintage synth board could 
be just what you need. —Mark Vail 


POCOHSSHSHSE SES SE SSSSESE SESS ESOS ESSE SESS ESESESESESETEESEOESESS 


EYE & I VOICE CRYSTAL 


Overview: A little of everything. 
Contents: 100 single programs, 
100 combis per card or disk. Set 
of five cards available. 
Retail Price: $55.95 per ROM 
card ($175 for set of 5 cards). 
X3 disks: $30 per disk. 
Contacts Eye & |, 930 Jungfrau Ct, 
Milpitas, CA 95035. (408) 945- 
0139. Fax (408) 945-5712. 


SOUND QUALITY: x 
SELECTION: x kK 
BANG FOR THE BUCK 

(03R/W ROM CARDS): xk 


BANG FOR THE BUGK (X3 DISKS): * * * * 


VOICE CRYSTAL 

KORG O3R/W & X3 
Traditionally, Eye & I’s Voice Crystal 
patches are a mixed bag — a little 
of everything on each card rather 
than a dedicated “new age” or 
“techno” card. Also part of the mix: 
a few excellent sounds crammed 
cheek by jowl with material that’s 
frankly just not inspiring. The char- 
itably inclined might defend these 
patches by saying that they’re meat- 
and-potatoes, useful stuff, just not 
innovative or stimulating. But how 
charitable can you be about a patch 
like Piano Pad, which happens to 
be program 01 on Voice Crystal 
card 1 for the Korg O3R/W? 

Let’s dissect this patch. It’s a very 
standard concept — piano layered 
with strings. You'll hear its kissing 
cousins in plenty of hit ballads. This 
particular patch, however, is a 
stinker. First, the piano tone sustains 
way, way too long. High-velocity 
notes ring for upwards of 30 sec- 
onds, with a wide-open, unfiltered 
tone. The string tone is likewise de- 
void of filter contour; its only shaping 
comes from the amplitude envelope, 
which has a quick, gritty attack — 
just what you want for a nice roman- 
tic pad, right? On top of which, the 
first effect processor is set for a bit 
of reverb, while the second is set for 
...no effect. We would have dialed 
up a nice rich chorus algorithm for 
starters, and then zeroed in on the 
filter envelopes. 

This patch happens to be par- 
ticularly egregious, but it illustrates 


the kind of technical lapses that 
we spotted throughout the 03R/W 
set. With five cards to choose from, 
there may even be two cards 
worth of really excellent sounds 
here, but the only way to get them 
is to buy the whole set. Most of the 
patches can be made far more mu- 
sical with a bit of tweaking . . . but 
not everybody who buys them will 
be a veteran synth programmer. 
The good, solid patches in card 
1 include Cybergenik, a digital- 
sounding bass with room reverb, 
Microwaves, a warm bowed dig- 
ital timbre suitable for mellow 
leads or counterpoint lines, and 
Dem Bones, in which a rhythmic 
bell pulses in octaves. We also 
liked GargleClav, another slightly 
bowed digital sound; not much ve- 
locity response, but it has a nice 
sparkle. Sir Duke layers brass with 
sax — a bit nasal, but plenty of an- 
imation for those section stabs. 
In general, this card suffers 
from a lack of velocity response; 
some patches have none, others 
have it only on one of two oscil- 
lators, or only on the filter but not 
on the amplitude. Sequential, an 
electronic beeper, has no velocity, 
aftertouch, or even mod wheel re- 
sponse! (It’s not the only patch 
with no aftertouch or mod wheel, 


either.) The assumption behind 
Stevieland seems to be a Clavinet, 
but it sustains indefinitely, which 
is very unClavinetlike. 

Among the combis, BigBand- 
Era has too much reverb, but in 
general the brass layers are among 
the better combis. (Oddly, the com- 
bi called BrassCombo is another 
stinker. It sounds like a home organ 
“muted trumpet.”) Way too many 
combis in this card rely on the 
damn barber-pole gimmick sample 
— Super Nova, Buchula, Sun Spots, 
and A New Dawn, among others. 
How fast can you get tired of an ef- 
fect? The best combis are gentle 
new age layers like Mr. Sandman. 

On the second card, we liked 
Hammer D, a hammered dulcimer 
with chorusing that invites you to 
write a new folk song. Also excel- 
lent: Repeat Syn, a rich electronic 
timbre with square-wave tremolo 
and stereo echo, and SynSeaStrg, 
a string pad that pulses in a more 
complex way. ModCtrlVox is a syn- 
thy wave that “talks” very expres- 
sively when you use the mod 
wheel. There’s some nice new age 
material, such as Sedona, whose 
echoing harp is followed by a de- 
layed chime, CloudVoice, a rich 
muted choir, and Cymbarimba, 
which is basically a pipe organ sine 


sustain following a brushed metal- 
lic chiff, are both very pleasant. On 
the other hand, we would rather 
have been spared TomitaBell, an 
upward pitch swoop that lost its 
novelty value in about 1981. 

On more than one card we no- 
ticed velocity switch combis in 
which a lower-octave sound drops 
out at high velocities, leaving only 
a layer in a higher octave. This 
seems quite weird to us, because 
when you play hard, the notes 
have less body. In one case, East 
Wind on card 3, this led to a pro- 
gramming mistake: At high veloc- 
ities, the right-hand timbre disap- 
pears entirely. 

Card 3 has more of the same. 
The shimmering choir of An- 
gelsPad and the eerie descending 
twitters of FallenStar are luscious, 
but then you hit a patch like Clav 
16', which sustains forever with 
no enveloping. Or consider combi 
Mute Gtr: It’s a multi-octave layer 
that uses two programs, MuteGui- 
tar and SoftGuitar. This is a com- 
bination that you might think 
would work well if you were doo- 
dling on a napkin. The trouble is, 
the pick attack of SoftGuitar is en- 
tirely covered by the pick attack 
of MuteGuitar. All you hear of 
SoftGuitar is a long, tweezed-out 


treble decay. This decay sounds 
okay in the single program, be- 
cause it’s running through a cho- 
rus effect. In the combi, it lies 
there cold and dead. The Winter- 
Bell combi is an utterly dreadful 
combination of bright, trembling 
strings and a basic, useless tubular 
bell. You can’t play chords with 
it because of the clash in intona- 
tion, and you don’t want to sustain 
a single note because the string 
tone is too nervous-making. 

What's it good for? Beats us. 
We spotted a couple of cool 
effects programs while stepping 
quickly through card 4, including 
the nightmare pitch and filter 
modulation of Hypnosis and the 
ominous crickets and choir of 
Ghostown — but by then the jury 
had already returned its verdict. 
If you’ve got an X3 and don't 
mind doing some of your own 
synth programming, the Voice 
Crystal disks might be a good bet, 
because you can use their pro- 
grams as starting points, do a little 
editing, and save your improved 
versions to disk. With ROM cards 
on an 03RW, this isn’t an option, 
and the ROMs are also more ex- 
pensive than disks, so we really 

can’t recommend the cards. 
—Jim Aikin E 
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is “virtual al workbench widuacolledion-ot 


ects, Ou assemble into instruments. The 
pjects include strings, air columns, metal plates, 
membranes, and violin and cello bridges. Other 
objects, such as bows, hammers, and plectrums, 
excite the instrument. 

Interactions between objects are called 
connections. Connections can be thought of 
as black boxes that go between objects and 
specify a relationship between them. For ex- 
ample, two objects can be connected by 
means of glueing, bowing, plucking, striking, 
and pushing. Attached to each connection are 
controllers — knobs that stipulate the para- 
meters of the control. A bow connection, for 
example, has controllers for speed of bowing, 
amount of rosin, and so on. Finally, a physical 
location on an object is called an access. To 
connect two objects, for example, one specifies 
their access points. 

Figure 3 depicts a plucked-string instrument 
in MOSAIC. Strings, picks, and position con- 
trollers are basic objects. The objects are con- 
nected at specified access points: Position, 
Pluck, and Output. 
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The MOSAIC system is an elegant program- 
ming model. However, its long calculation 
times push it far from real time, even on high- 
performance workstation computers. 


MCINTYRE, SCHUMACHER, & WOODHOUSE 
SYNTHESIS 

The Mcintyre, Schumacher, and Woodhouse 
(MSW) model was proposed in 1983. The au- 
thors were research scientists who were not 
so concerned with practical problems of digital 
sound synthesis. Rather, they were interested 
in developing a scientifically convincing time- 
domain model of acoustic tone production. 
To do this, they studied the birth and evolution 
of waveforms and the physical mechanisms 
behind these phenomena. 

Prior to this research, researchers tended to 
stress the importance of resonances in deter- 
mining the sound of instruments. But this fre- 
quency-domain orientation did not account for 
important details in the instrument's waveform, 
such as the attack transient — an acoustic sig- 
nature that is essential to our recognition of the 
source of a musical tone. The MSW approach 
gives insight into the reasons for waveform vari- 
ations in a range of instruments and accounts 
for such phenomena as pitch flattening in 
bowed strings, subharmonics, and the duration 
of the attack transient. 

MSW synthesis divides tone production 
into two main parts: a nonlinear excitation and 
a linear resonance (Figure 4). In the MSW mod- 
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Fig. 11. Block diagram of Singer, a physical model synthesizer for vocal sounds (see page 99). The left side of 
the figure depicts the excitation sources. The middle part depicts the waveguide resonators. The right side de- 
picts the output stage. Two glottal wavetable oscillators (Glot 1 and Glot2) allow slow, vibrato-synchronous 
variations in the excitation signal. The glottal noise source consists of filtered white noise, multiplied by an ar- 
bitrary time-domain waveshape synchronized to the glottal oscillators. This model permits pulsed noise to be 
mixed in with the periodic source. A sine wave oscillator simulates vibrato, where the frequency of the vibrato 
is randomized by noise. Filtered white noise is injected into the forward-moving glottal wave. The noise can be 
inserted into any number of waveguide sections, each with independent level controls. The mixed glottal 
source feeds into the vocal tract filter. Glottal reflections are modeled by a simple reflection coefficient, and a 
lowpass filter simulates lip and nostril effects. A lowpass filter and delay line model the radiation from the skin 
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el of a clarinet, the nonlinear excitation is 
caused by blowing into the clarinet mouth- 
piece, where the reed acts as a kind of switch, 
alternately opening and closing to allow the 
flow of air into the resonating tube (clarinet 
bore). The switching action is caused by pres- 
sure variations in the mouthpiece. 

The reed is half-open at the start, but the 
flow of air into the mouthpiece creates pres- 
sure in the mouthpiece that closes the reed. 
This in turn gives the air a chance to escape 
from the mouthpiece into the bore and out 
the open end of the clarinet, which opens the 
mouthpiece again. Hence the reed converts 
a steady flow of air into a series of puffs. The 
frequency of the puffs is determined by the 
effective length of the bore, which is varied 
by opening and closing keyholes. That is, the 
waves in the bore resonate at the pitches 
playable by the clarinet. The mass and stiffness 
of the bore give it almost complete domination 
over the reed in determining pitch. This in- 
teraction constitutes a kind of feedback from 
the resonator to the exciter, as shown in Figure 
4. Thus the MSW model accounts for 
exciter/resonator coupling. 

In the MSW model of bowed strings, for ex- 
ample, nonlinear switching occurs when the 
friction of the bow “captures” the string for a 
brief interval until the string slips and is “re- 
leased” by the bow. Then friction builds again, 
and the string is again “captured,” and so on. 
In a flute or an organ pipe, the nonlinear ex- 
citation is caused by air pressure buildups in 
the short end of the tube. When the pressure 
buildup is high, the force of its release over- 
comes the incoming airjet and causes a brief 
interruption in the air flow into the tube. 

In all three of these cases (woodwinds, 
bowed strings, and pipes), the excitation is a 
nonlinear switching mechanism that sends a 
sharp impulse wave into the linear part of the 
instrument. The linear part acts like a filter to 
round the waveform into the characteristic tim- 
bre of the instrument. 

Although various implementations of MSW 
synthesis have been developed, the sound pro- 
duced by the MSW model is not terribly re- 
alistic, due to its many simplifications. Several 
researchers, notably Douglas Keefe at the Uni- 
versity of Washington, invested much effort in 
refining the MSW model to make more con- 
vincing instrument tones. Perhaps the main 
contribution of MSW synthesis has been the- 
oretical, however, explaining many obscure 
details of tone production. The literature around 
the MSW approach was absorbed by re- 
searchers working on more commercially ex- 
ploitable waveguide methods. 


WAVEGUIDE SYNTHESIS 
Waveguides are a very efficient way to imple- 
ment PM synthesis. A waveguide filter is a com- 


putational model of a medium, such as a tube 
or a string, along which waves travel. Wave- 
guide models have long been used by physicists 
to describe the behavior of signals in resonant 
spaces, but Julius Smith and his colleagues at 
Stanford University were the first to apply them 
to musical sound synthesis. 

A basic building block of waveguides is a 
common algorithm that is easy to program — 
a pair of digital delay lines. Each delay line is 
injected with an excitation wave propagating 
in the opposite direction and reflecting back 
to the center when it reaches the end of the 
line. A delay line is a good model of this process 
because wavefronts take a finite amount of time 
to travel the length of a resonating medium. 
_ Traveling waves running up and down the 
waveguide cause resonances and interferences 
at frequencies related to its dimensions. When 
the waveguide network is symmetric in all di- 
rections, the sound it produces tends to be har- 
monic. If the waveguide twists, changes size, 
or intersects another waveguide, this alters its 
resonant pattern. 

Voices and instruments such as brass, wood- 
winds, and strings can be simulated by means 
of oscillators driving a waveguide network. Guy 
Garnett, a student of Smith, built a simplified 
model of a piano out of waveguides. 

An attractive feature of waveguides is that 
they are compatible with existing software syn- 
thesis languages developed in computer music 
research centers. That is, the building blocks 
of waveguide networks can be merged with 
standard synthesis modules such as oscillators, 
filters, and envelope generators. Not surprisingly, 
the SynthKit synthesis language developed by 
Korg includes waveguide elements such as reed, 
bow, brass, hammer, and junction, alongside 
traditional unit generators such as oscillators 
and filters. 


HOW WAVEGUIDES MODEL SPECIFIC IN- 
STRUMENTS 

Let’s turn next to waveguide models of plucked 
strings, a generic waveguide instrument that 
can simulate either stringed or wind instru- 
ments, and more specific models of a clarinet 
and a horn. 

The simplest waveguide model is a single 
string or monochord. The waveguide portrays 
what happens when a string is struck at a par- 
ticular point: Two waves travel in opposite di- 
rections from the impact point (Figure 5). When 
they reach the bridges, some of their energy 
is absorbed, and some is reflected back in the 
opposite direction — toward the point of impact 
and beyond, where the two waves interact, 
Causing resonances and interferences. In the 
parlance of waveguide theory, the bridges act 
as scattering junctions since they disperse en- 
ergy to all connected waveguides. The pitch 
of the vibrating string is directly related to the 


total length of the waveguide. 

Figure 6 shows a generic model of'a simple 
waveguide instrument capable of modeling 
string or wind instruments, after a design by 
Perry Cook. A sharp nonlinear excitation wave 
is injected into a delay line. It travels until it 
hits a scattering junction filter, which passes 
some energy on and bounces some energy 
back. The scattering junction models the effect 
of a finger or bow pressing on a string, or a 
tonehole on a wind instrument. The filter at 
the end models the effect of the bridge, body, 
or bell of the instrument. In order to approx- 
imate a noncylindrical tube such as a horn 
or the vocal tract, the tube is modeled as a 
series of equal-length sections, each of which 
is represented by a separate waveguide. Thus 
a series of waveguides can approximate any 
tubular shape. 

For brass and woodwind instruments, the 
mouthpiece or reed that generates the excitation 
is modeled either by a simple oscillator or by 
a more complicated nonlinear oscillator driving 
the waveguide network. The nonlinear oscillator 
works according to a mass-spring-damper 
mechanism. This same scheme can also be ap- 
plied to string synthesis; here, the nonlinear 
oscillator models the interaction between the 
bow and the string. 

Figure 7 shows a waveguide model of a 
clarinet, after a design by Hirschman, Cook, 
and Smith. The clarinet model has five parts: 
the reed, upper bore, register hole, lower bore, 
and bell. 

Only a single hole is needed because the 
size of the upper and lower bores change ac- 
cording to the pitch being played. This model 
produces a clarinet-like tone with several re- 
alistic features, including the generation of har- 
monics according to input amplitude, and in- 
strument squeaking given appropriate inputs. 

Figure 8 shows a screen display for Perry 
Cook’s brass instrument simulator TBone. The 
three windows are the French Trumbuba Con- 
troller, Performer Controller, and Time-Varying 
Event Controller. The French Trumbuba Con- 
troller at bottom provides graphical controls 
for modifying the instrument. Graphical po- 
tentiometers control the position of the slide, 
the flare of the bell, and individual sections of 
the mouthpiece. Text fields let users specify the 
length of the bell, the slide, and each section 
of tubing associated with the four valves. Click- 
ing the valve buttons toggles them between the 
up and down positions, and causes the 
appropriate piece of tubing to be inserted or 
removed from the acoustic circuit. 

The waveform display shows the spectrum 
of the impulse response of the current horn 
setup. This is often called the transfer function 
and describes the gain each frequency would 
experience in a trip through the horn system. 

The Performer Controller window at upper 


right provides controls for modifying the model 
of the brass player's lip. Simple controls of mass, 
spring constant, and damping are sufficient to 
set the natural frequency of the lip oscillator. 
The transfer function of the lip is shown in a 
spectrum display. When the “Toot” button is 
pressed, the instrument synthesizes and plays 
a short note. The “Play” button causes the same 
sound file to be played again. 

The Time-Varying Event Controller at the 
upper left has controls for time-varying sound 
synthesis. By typing in begin and end times 
one can specify sweeps of the lip and slide 
and valve trills. 


CONTROLLERS FOR PM SYNTHESIS 
Graphical interfaces provide a good visual 
picture of a PM instrument, but it is very dif- 
ficult to play such an instrument in a realistic 
manner with only a mouse and an alphanu- 
meric keyboard, due to the need to control 
many parameters simultaneously. Some work 
can be done to group parameters, but for ef- 
fective performance the musician needs to 
play several controllers (or input devices) at 
once or a single controller with several degrees 
of freedom. 

Yamaha's VL1, for example [see Keyboard 
Report, June 94], is supplied with a special 
breath controller worn like a microphone head- 
piece. The instrument is usually played with 
the right hand on the keyboard, the left hand 
on one of the three controller wheels, and ei- 
ther one or two feet on pedals. The VL1 also 
works well with the combination of a Yamaha 
WX11 wind controller and a footpedal. Notice 
how PM techniques have come almost full cir- 
cle: from an actual instrument to a virtual in- 
strument played using a physical controller. 

Standard keyboard controllers are hardly 
the last word. Perry Cook’s prototype HIRN 
(Figure 9) combines parts of several different 
types of controllers (mouth interface, buttons, 
Sliders, different blowing angles) into a 
unique device. 

Starting from the premise that force feed- 
back from the instrument helps players develop 
their technique, the ACROE group in Grenoble, 
France, builds responsive controllers (powered 
by digitally-controlled electrical motors) that 
simulate the physical action of various types 
of instruments. 


THE AUTOMATIC PERFORMANCE PROBLEM 

Building an accurate model of an instrument 
is a major scientific project. Only a few lab- 
oratories have the necessary equipment and 
expertise. Thousands of different types of 
acoustical instruments exist in the world, yet 
only a handful of PM models have been at- 
tempted. Once a model is constructed, the 
issue remains of determining the proper set- 
tings for dozens if not hundreds of parameters 
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ple — instruments sometimes sound like 
te painful practice sessions of a novice. 
For each instrument created, much effort 
remains in order to learn how to play the 
instrument well. 

Yet one of the advantages of digitally-con- 
trolled instruments is that we can program 
them to play in a manner that would be dif- 
ficult to realize by human performers. Driven 
by a sequencer, a single synthesizer may re- 
alize dozens of different timbres with a pre- 
cision that would be impossible without digital 
control. 

But how to program a sequencer for real- 
istic control of a PM instrument remains an 
open question. If the instrument is driven by 
software rather than by a musician, one must, 
in effect, define a physical model of a player 
as well as of the instrument. This player model 
should be able to realize idiomatic gestures 
and good playing technique — in whatever 
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way these goals are defined for a particular 
instrument. Tentative steps toward player mod- 
els have been taken, but much research re- 
mains to be done. 

Given a model of a traditional instrument, 
the task of developing a player model could 
be aided by an analysis system that extracted 
parameter settings from instrumental perfor- 
mances. The next section surveys the first steps 
toward developing an analysis stage for PM 
synthesis. 


PM ANALYSIS/RESYNTHESIS 
All sound analysis can be seen as a form of pa- 
rameter estimation (PE). That is, analysis tries 
to characterize an incoming sound in terms 
of the parameter settings that would be needed 
to approximate that sound with a given (re)syn- 
thesis method. Given a physical model of an 
existing instrument, the usual method of de- 
termining performance parameters is to carry 
out laborious trial-and-error experiments on 
individual tones, transitions, and gestures in 
collaboration with accomplished players, which 
is what Yamaha has done. This detail work 
might be greatly speeded up by an analysis 
stage that could listen to a performance of a 
virtuoso and estimate the characteristic para- 
meters automatically. 

Another motivation for an analysis stage 
in physical modeling is automatic instrument 


construction. Existing physical models corre- 
spond to only a tiny corner of the universe of 
sound. What about sounds that are not cur- 
rently realizable with existing models? One 
might dream of an automatic compiler that 
would create a virtual instrument for any input 
sound — even a synthetically generated one. 
This artificial physical model would give the 
musician gestural, “instrumental” control over 
this sound and a family of related ones. Such 
an idea may seem far-fetched, but keep in 
mind that Fourier analysis already acts as a 
similar sort of compiler, estimating the para- 
meters of an additive synthesis instrument cor- 
responding to any sound fed into it. 

Working at the University of California at 
Berkeley, Erling Wold wrote an important study 
in PE for PM resynthesis. His ultimate goal was 
not synthesis per se, but separation of poly- 
phonic sources. That is, the system was fed 
a mixed signal originating from two different 
instruments. It then tried to estimate what the 
resynthesis parameters would be for each in- 
strument, with reference to a physical model 
synthesizer, rather than an additive synthesizer, 
for example. 

He began by designing approximate phys- 
ical models of acoustic instruments such as 
voices, marimbas, and clarinets. For any given 
input sound, the goal was to compare the input 
sound with the model and try to identify a 
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combination of parameter settings that would 
result in the same sound. 

Figure 10 diagrams Wold’s parameter esti- 
mation system. The first part of the system ad- 
dressed the problem facing all estimators — 
making an educated guess as to where to start. 
It started with a fast preanalysis using spectrum 
analysis and pitch detection. Based on the initial 
estimate, the system refined its analysis using 
iterative techniques and checked its results 
against a model for resynthesis. 

Unfortunately, the computational require- 
ments of this type of procedure — Kalman filter 
estimation of PM synthesis parameters — are 
astronomical: billions of computations per sec- 
ond of analyzed sound. Wold concluded his 
thesis with a discourse on new types of com- 
puter architectures that would be required in 
the future to realize these methods in real time 
— about a million times faster than current 
processors. 


CONCLUSIONS 

PM synthesis has made dramatic progress in 
recent years. Some have predicted that PM toolk- 
its are the future of digital synthesis. A concep- 
tual problem remains, however, in that there 
is a universe of sounds for which no one has 
yet built a model. Thus it is likely that PMs will 
coexist alongside other methods that are cheap- 
er, easier to play, and not least, offer sonic trans- 
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formations that are impossible with PM. One 
of the goals of electronic music has always been 
to open up the sonic palette, to go beyond the 
sonorities of traditional instruments. Techniques 
like analog synthesis, granular synthesis, and 
vector synthesis, to cite just three, offer colors 
that no acoustic instrument (or its physical mod- 
el) can hope to emulate. 

The advent of PM toolkits, such as Korg’s 
SynthKit, makes possible a do-it-yourself ap- 
proach to instrument design. But developing 
a robust model of an acoustic instrument will 
never be easy. Even if one has the proper patch, 
the problem remains of ascertaining the proper 
values for dozens of parameters for each note 
and playing style. Matching an arbitrary sound 
to parameter settings for an arbitrary model 
remains an obstacle to PM. Parameter estima- 
tion techniques may help, but their enormous 
computation times will pose a barrier for years 
to come. By contrast, more practical analysis 
techniques like the phase vocoder can generate 
good additive synthesis approximations for a 
range of sounds. Exotic research tools ten years 
ago, phase vocoders are now widely available 
as shareware for popular computers. 

Rather than viewing PM synthesis as a “uni- 
versal synthesizer,” we should appreciate it for 
its strong points: expressivity, playability, and 
more realistic gestural phrasing. These are vir- 
tuoso players’, not virtuoso programmers’, in- 
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struments. By linking PM to external MIDI con- 
trol, companies such as Yamaha have opened 
up a range of performance possibilities using 
any type of MIDI controller. 

One of the next steps for PM synthesis 
could be a playable human voice. For practical 
reasons, this might emulate a scat singer (“sha 
ba da ba doo wow”) or another style that is 
not dependent on language. A recent example 
is Perry Cook’s Singer, a PM of the human vocal 
tract. Singer contains models of the lips, vocal 
tract, and nasal tract, allowing it to capture ar- 
ticulatory details more realistically than tra- 
ditional subtractive synthesis methods. The 
complexity of the model is evident from the 
patch in Figure 11. 

Formidable issues remain in making a prac- 
tical vocal instrument. How can dozens of 
model parameters be reduced to a few playable 
ones? How can the musician control these in 
a natural way? What is a good input device 
for a vocal mechanism? And on whose voices 
will the model be based? 

By the way, the Anthropoglossos was a 
hoax. E 
Curtis Roads composes and teaches at Au Cen- 
tre du Son/Les Ateliers UPIC in Paris and is as- 
sociate editor of Computer Music Journal. His 
textbook The Computer Music Tutorial (1994) 
is published by The MIT Press. 
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ENSONIQ TS-12 
SYNTHESIZER 


By Ernie Rideout 

pdates may be commonplace in the 
iy software industry, but they are much 
less so in the electronic musical in- 
strument business. More common is a 
repackaging of existing hardware with little 
or no change in functionality. Same old same 
old, in a different box. 

In this regard, the TS-12 synthesizer is un- 
usual. Not only is ita new combination of 
Ensoniq’s most recent workstation technology 
with a weighted, 76-note keyboard, but it 
comes with a fairly significant operating sys- 
tem and hardware update, versions 2 and 
3, respectively. Since the update is available 
for the TS-10 (see Keyboard Report, Sept. ’93) 
as well as TS-12s shipped prior to the up- 
grade, this Keyboard Report will have two 
focuses: the keyboard of the TS-12, and the 
new system software. Everything we liked 
about the TS-10 is still here. The operating 
system, architecture, sequencer, modulation 
routing, and effects algorithms get very high 
marks. The ROM Pitch Tables provide a fan- 
tastic array of alternate temperaments. The 
fact that the TS reads Ensonig EPS, EPS-16 
PLUS, and ASR-10 sample disks gives it an 
enormous sound library. Being able to keep 
two banks of those samples in memory is a 
plus, as well. The TS’s Wave-List feature lets 
you play up to 16 different waves in series 
with very interesting modulation potential. 

The TS-12’s ROM waveforms are also in- 
herited from the TS-10, which had a few prob- 
lems. The new operating system contains some 
modified factory program parameters and new 
user presets, but the sounds remain essentially 
unchanged. There are strengths among the 
sounds, which we’ll delve into in a moment. 

The new operating system adds several 
features that make it even easier to use the 
TS-12, such as improved program searching 
and sample memory management, automatic 
loading of samples, SCSI compatibility, and 
a tempo track in the sequencer section. The 
most recent update, version 3, with which 
all TS instruments are now shipped, adds a 
16-part multitimbral General MIDI playback 
mode. And the keyboard, simply put, is great. 

Our review unit came with the optional 
SP-4 SCSI interface installed, so we put that 
through its paces as well. Our time spent with 
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Small is beautiful, but sometimes bigger is still bet- 
ter: Ensoniq’s new TS-12 sports one of the nicest 
weighted-action 76-note keyboards around. 
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the good features of the TS-10, plus some 
_software conveniences. 


“No playback or recording of General MIDI 
or Standard MIDI File sequences. Heavy. 


the TS-12 was pleasantly glitch-free, due no 
doubt to the well-crafted software updates. 
With the TS-12, Ensonig has done much more 
than simply rehash what they've already done; 
they've improved your choices for good gear. 


THE KEYBOARD. Having 76 keys is sure 
nice; when they feel as good as this, it’s even 
better. The TS-12’s weighted action, made 
by Fatar, feels solid. The keys are long enough 
to pass for piano-size, a major comfort to pi- 
anists. There’s a healthy amount of resistance 
on the way down, yet they lift up fast enough 
that you can execute rapid repeated figures 
on a single key. For very soft playing, you 
won't have as much control as on a piano; 
without the action to counterbalance the key, 
that’s just part of the difference between a 
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ing, event editing, event filter. 96 ppq Lee 
resolution. 


as mono out), headphone out, pedal/CV in, 
two IRS dual footswitch ins (all 1/4"). MIDI in, 
out, thru. Optional SCSI port for read-only ac- 
cess to CD-ROM or hard drive. 


pander, $249.95 installed. SP-4 SCSI Inter- 
face, $249.95 installed. CVP-1 Control Volt- 
age Pedal, $29.95. SW-10 Dual Damper 
Pedal, $49.95. MS-1 detachable music stand, 
$49.95 (available August 1994). TSD sound 
disks, 120 sounds/disk, $19.95 each. 


155 Great Valley Pkwy., 
Malvern, PA (7355 (610) 647-3930. Fax 
(610) 647- 8708. 


PHOTOGRAPHY: WARREN HUKILL 


‘LOOK NO 
FURTHER 


Our extensive line of equalizers is a pretty impressive sight. 
But let's face it: all equalizers are pretty similar in appear- 
ance, It's what's BEHIND a product that makes 
the real difference. Rane offers many unique 
qualities that you should be aware of when 
considering your next equalizer purchase. 


REPUTATION. Rane is synony- e 
mous with technological leadership in EQ filter 
designs: Constant Q, Interpolating, State Variable, 
Accelerated Slope, and programmable curve ee 
combining to name a few. el : 


AN EXTENSIVE VARIETY of formats lets 
you choose just the right configuration for your partic- 
ular need. Instrument or voice, sweetening or feedback 
elimination, analog or digital control—all with studio- 
grade performance quality. 


RELIABILITY proven by flawless operation of 
thousands of Rane equalizers world-wide, from cinema 
sound to summit conferences, guitar racks to grammy 
recordings. All backed by factory support that is 

second to none. 


VALUE: Superlative quality oe 
S@ © atattordable prices, the 

fate) unique combination that 
makes Rane the best invest- 
ment for your hard-earned dollar. 


Stage or studio, fixed or mobile: we've got just 
the equalizer you're looking for. Professionals deserve 
the best: Rane. It’s worth it. 
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There’s a simple reason for Sweetwater Sound’s success. 
Not only do we have the equipment you want in stock at 
affordable prices, but we also offer outstanding value: one- 
on-one customer service and quality after-the-sale support other 
dealers can only dream about. 

Our sales engineers all have real-world MIDI and record- 
ing studio experience, so they can direct you to the perfect 
product for your particular needs. 

But don’t just take our word for it. Give us one try and 
we're willing to bet Sweetwater Sound will be your first choice 
for audio, MIDI and recording equipment for a lifetime! 
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ENSONI@Q TS-12 SYNTHESIZER 


weighted keyboard and real piano action. 

To accommodate players of varying finger 
strengths, the TS-12 has six piano-style ve- 
locity curves. There are also six synth-style 
velocity curves, which are identical to the 
piano curves except that they will produce 
a note when pressed very slowly, whereas 
the piano curves will not. The curves differ 
mostly in the degree of shadings in softer dy- 
namics and how easily it is to reach max- 
imum dynamic levels. In line with Ensoniq’s 
recommendations, those of us editors with 
less piano experience preferred the first curve, 
which provides maximum volume with a 
minimum of exertion; the pianists tended to 
choose either the fifth or sixth. 

The reactions of those who tested the key- 
board were uniformly positive. One editor 
felt that the TS-12’s keyboard was as good 
as his all-time favorite weighted-action con- 
troller, the Yamaha KX88, although different. 
Other comments ranged from “the best ever” 
to “it’s good.” 

While the TS-10’s synth action keyboard 
(like those on most Ensonig instruments) trans- 
mits polyphonic aftertouch, the weighted keys 
of the TS-12 cannot. The TS-12 responds to 
poly aftertouch received at the MIDI in port, 
but you can’t record it from the TS-12 directly. 


BRAVE NEW SYSTEM. There have been 
two operating system updates since we orig- 
inally reviewed the TS-10. Version 2 features 
improved factory programs and software con- 
veniences, most of which are detailed below. 
Version 3 adds General MIDI multitimbral 
ability. All new TS-10s and TS-12s ship with 
version 3, but if your TS-10 or TS-12 is an 
older model, installing version 3 (which in- 
cludes the version 2 improvements) requires 
a $100 hardware upgrade. 


THE SOUNDS. The TS-12’s ROM wave- 
forms are unchanged from the TS-10, which 
means that any aliasing, transposition artifacts, 
or poor loops present in the TS-10 are still 
apparent when you listen to the TS-12’s 
sounds dry. Of course, faults are less apparent 
with programming, and the effects section 
in particular is excellent for rendering most 
of these problems less noticeable. Blemishes 
still stick out on a few programs, though, such 
as UPRITE BASS (zipper noise), HARPSI- 
CHORD (transposition artifacts) and ROCK 
ORGAN 2 (aliasing). In their defense, the rock 
organ programs stack up very well against 
the competition; few instruments can match 
the Leslie emulation that the TS-12 provides. 

Version 2 provides several new programs, 
as well as many new preset splits. Among 
the splits you will find a wide variety of 


bass/keyboard, bass/organ, and keyboard/lead 
combinations, making the TS-12 good for 
gigging, right out of the box. Although not 
a version 2 feature, the drum and percussion 
sounds are strong as well, with a good variety 
of sounds among the various kits. GROOVE 
KIT, in particular, is killer. Ensoniq’s drum map 
is appealing from a performance viewpoint, 
with kicks, snares, hi hats, and other sounds 
that you’d need to play rapid repeated pat- 
terns on assigned to multiple keys. 

In terms of factory programs, the TS-12’s 
sonic strengths lie in its drum, acoustic guitar, 
organ, keyboard, and synth sounds. The 
Wave List feature is tremendous, and that 
with variations on all programs accessible 
from the Patch Select buttons, you can put 
out a unique and stimulating bunch of sounds 
with this instrument. Less successful but still 
adequate are its acoustic wind, bass (elec., 
synth and acoustic), and string sounds, of 
which there are a modest selection. The pi- 
anos tend to sound like they’re EQ’d for a 
rock mix rather than chamber music. Ethnic 
percussion in general is good, although the 
congas have an unnatural tuning. 

Just considering its factory sounds, the TS- 
12 offers a decent selection for sequencing 
a fair variety of styles. If you find the palette 
lacking, though, you can load new sounds 
into the two banks of sample memory, in ef- 
fect expanding the waveform ROM. With ver- 
sion 2, the TS offers a convenient way of do- 
ing this, namely, SCSI. 


VERSION 2, AND SCSI TOO. The TS is 
certainly well prepared to handle floppy 
disks, what with its nifty disk storage wells. 
But if you want to get into the really big sam- 
ples that Ensoniq and third party developers 
are coming out with, you'll want to purchase 
the SP-4 SCSI option. With the upgrade in- 
stalled, you can read programs in TS, EPS, 
and ASR format from CD-ROM or hard disk. 

Getting sounds from a CD-ROM into the 
TS-12 is no problem, but finding them in the 
first place might take some time, unless you 
take advantage of Ensoniq’s Direct-Macro util- 
ity. Each file location on an Ensonig Sampled 
Sound CD-ROM has a unique number that 
you can dial in to select a file quickly, without 
having to manually wade through the many 
hierarchical directories. 

Speaking of finding and organizing 
sounds, version 2 adds a couple of handy 
utilities and amenities that make sound man- 
agement easier. The SoundFinder is a handy 
software feature that lets you scroll through 
a list of sounds that are of a similar program 
type, so you don’t have to hunt through bank 
after bank to find the right one. Whether in 
sound or sequencer mode, you can select 
among organs, pads, basses, or Wave List 


programs. You can even use this utility as the 
sequencer is playing, which is a great audi- 
tioning tool. The utility also indicates a pro- 
gram’s location among the six that are shown 
in the display window when the instrument 
is in Sound (normal play) mode. 

For managing samples, version 2 also im- 
plements an automatic sample loading feature 
that takes place upon start-up. The TS remem- 
bers the samples you had loaded before the 
last power-down, and if the floppy, CD-ROM, 
or hard disk is still connected, it'll load the 
samples right back in if you answer “yes” to 
the prompt. If the correct disk isn’t present, 
it will ask for it. Another nice update feature 
allows you to save sample location data with 
a sequence and song file, so the TS will ask 
if you want to load samples and sample pro- 
grams when you reload the seq/song file. 

If there’s no memory left when you try to 
auto-load a sample, you can now delete in- 
dividual sample programs to make room for 
the ones you want. If you delete unused sam- 
ples from a bank before you shut down, the 
auto-load feature will only load those samples 
in the bank that you kept. If you’re tired of 
the whole two banks of samples in memory, 
you can wipe both banks out with a single 
button press, but only after responding affir- 
matively to a prompt, of course. Sample files 
edited and saved with previous software ver- 
sions can be updated so they will auto-load. 

A great new tool for the sequencer is the 
addition of a tempo track, available in song 
mode. Taking the place of the 24th track, the 
tempo track lets you record tempo change 
information from the data entry buttons or 
slider once you've chained your sequences 
together. If your sequences have different tem- 
pos, this track will either slow them all down 
or speed them up by a percentage of their 
original tempo. You can enter abrupt changes 
in tempo with a single event, or you can enter 
gradual accelerandos or deccelerandos with 
the data entry slider. 

There are a few other miscellaneous 
niceties added with the new software, such 
as a “wake-up” mode selector by which you 
can have the TS boot up in any of six modes, 
including whatever software page you were 
on at power-down and General MIDI mode. 

One thing no amount of software goodies 
can balance: This thing weighs a ton. Even 
the much smaller TS-10 weighs more than 
most other synths in the TS-12’s league. It 
is possible to lift the TS-12 by yourself, but 
you'd be better off getting a handcart and 
buying a burly friend dinner to help move 
it. If Keyboard ever starts performing drop 
tests on synthesizers, perhaps the wisdom 
of the TS-12’s construction will become ap- 
parent. Until then, yo heave ho. 


Continued 
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BBE gives your music 
the sound it deserves. 


“It makes just about 
everything sound 
marvelous with ey 


no effort ... no kidding!” 
Keyboard Magazine 


Huntington Beach, CA 
(714) 897-6766 


ASK YOUR DEALER 
FOR A DEMO TODAY 


BBE. 


Sound Inc. 


| your system 
concert-quality sound 
with BBE”! 


“BBE is the most hearable 
advance in audio technology 
since high fidelity itself!” 
Music Connection Magazine 


Huntington Beach, CA 


(714) 897-6766 
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FOR A DEMO TODAY 
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Sound Inc. 


i + > BBte puts a 
professional edge 
On your home recordings. 


“The effect transfers beautifully to 
tape... works great for guitar 
and keyboardists who want to 

restore that wonderful sound 
they got in the studio.” 
Music Technology Magazine 


Huntington Beach, CA 
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BBE. 


Sound Inc. 
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ENSONIQ TS-12 SYNTHESIZER 
VERSION 3: GENERAL MIDI. Other than 


some bug fixes, what the version 3 software 
adds over version 2 is full-blown 16-part 
General MIDI playback capability. In fact, 
that’s all it adds. You can’t edit the GM pro- 
grams, change the GM effects, or even adjust 
the volume levels of GM instruments from 
the front panel. It will respond to MIDI con- 
trollers from an external sequencer, but it 
won't respond to GM enhancements such 
as Roland’s GS-style controller data. 

The TS’s General MIDI mode is not in- 
tegrated with the rest of the instrument. If 
you're in General MIDI mode, you can’t use 
the sequencer, use any TS programs, or even 
access global system parameters. You can 
play one channel from the keyboard, and 
what you play will be transmitted out the 
MIDI out port, but the other 15 parts can be 
played only from an external sequencer. 

The main reason for having a General 
MIDI sound module is to play back se- 
quences that have been configured for GM, 
which are most often in Standard MIDI File 
(SMF) format. Even if the TS’s sequencer 
could access its GM sounds, it still couldn’t 
play back such sequences, due to Ensoniq’s 
proprietary disk format, which doesn’t allow 
for SMF transfers. According to Ensoniq, years 
ago they decided to forgo the standard DOS 


floppy format (in which most SMFs are trans- 
ported between platforms today) and go with 
their own proprietary format, which allows 
greater storage capacity on a disk. 
Compared to several other GM modules, 
the sound of the TS’s GM mode lacks presence 
and power. Many acoustic sounds seem un- 
realistic, and the bass programs are weak. The 
drums in general and the cymbals in particular 
are not as convincing as those in other mod- 
ules. But if we don’t like it, TS, so to speak. 
No one is going to buy a TS-12 on the basis 
of its GM side; it’s here strictly as a bonus. 


CONCLUSIONS. With the new keyboard, 
is the TS-12 a major step above the TS-10? 
If playing on responsive, weighted keys is your 
bag, there’s no question that it is. Does the 
new software significantly improve the in- 
strument's performance and functionality? Not 
all that much. The new features are an en- 
hancement of the operating system, not a re- 
design. If you’re looking to upgrade your TS, 
though, it may give you features and bug fixes 
that you'll benefit from. A lot more could have 
been done to provide General MIDI func- 
tionality — but in a $3,000 weighted-action 
synth, GM is not a major selling point. Com- 
patibility with the EPS/ASR sample library, 
which the TS has had all along, is more im- 
portant. In all, it’s a solid workstation. 
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Look out for a new generation of 
synthesizers. Soon available from 
the maker of the world's finest 
electronic drum system. 
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Continued from page 70 


to play CD-ROM games, I’d probably buy 
a Mac — but when possible, | prefer to use 
hardware that | already own, because it’s 
embarrassing when the rent check bounces. 
The point of the Guest Editorial was that up- 
grading (as opposed to buying a shiny new 
integrated system) is not always simple, and 
that in the real world the menu may not in- 
clude any perfect choices. I’ve heard horror 
stories from Macintosh users, too, by the 


way — init conflicts, fonts that disappear, 
and the always amusing task of trying to get 
three applications running at once under 
MultiFinder when one insists on OMS, an- 
other can’t use OMS, and a third can’t even 
use Apple MIDI Manager. My Windows 
MIDI drivers all seem to cohabit with un- 
flappable serenity. (Until next week.)”] 


Joey D. & Hammond 

Joey De Francesco’s comments regarding 
the Hammond-Suzuki organs [July ’94] did 
little more than prove that artist product en- 
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dorsements are an unreliable influence in 
making a buying decision. Joey D. should 
never have associated his name with a prod- 
uct that didn’t meet his standards, and he 
sacrificed credibility by dogging that which 
he formerly recommended. Hammond- 
Suzuki should not have offered him an en- 
dorsement without properly qualifying his 
feelings or motives. It would seem that Ham- 
mond-Suzuki sought powerful advertising 
opportunities, while Joey D. was looking for 
a “free-B.” 
Greg McGuirk 
Indianapolis, IN 


Quadrasynth 
Your review of the Alesis Quadrasynth [June 
‘94] has me spitting mad. | spent seven hours 
playing a Quadrasynth when they first started 
to ship. | really wanted to like it. It did have 
64-note polyphony and a lot of other cool 
features that made it sound great — on paper. 
But the actual instrument leaves a lot to be 
desired in the sound department. The strings 
are thin and airy, the brass sounds like some- 
thing off a DX7, the drums lack punch and 
clarity, and the synth sounds have no life to 
speak of. However, the pair of ears that lis- 
tened to it at Keyboard thought it “better than 
a Korg 01/W, but not quite as good as a 
Roland JV-30.” Is this the same 01/W that 
won the synth piano blowout a few issues 
back? Is this the same 01/W that practically 
everyone who is anyone is playing? The 01/W 
rips up not only the Quadrasynth but the JV- 
30 as well. Is Korg getting ready to come out 
with an 01/W Plus so now you feel it’s okay 
to pan the 01/W? 
| realize that advertising is where you get 
most of your money from, but you have a 
duty to your readership that is more impor- 
tant than money. Magazines that forget this 
point are soon forgotten. | would recom- 
mend the Quadrasynth to any player just get- 
ting started in a band or doing a basement 
recording project on a budget. But to claim 
that this instrument is anything more than 
that is just plain silly. 
Cliff Suttie 
Novi, MI 


Diminished Respect 
For many years I’ve wondered what was the 
best way to comprehend and employ dimin- 
ished chords. Then | discovered Doc’s mag- 
nificent exposition [June 94]. In one day, with 
“Diminished Licks,” my curiosity was satisfied. 
Steve Knighton 
Culpeper, VA 


Rantin’ on Rabin 


Continued on page 115 


‘aihbie sale ace onSdhposrrnbertienaddmenpiy 
so nanan Seen anon 


1994 NOMINEE 


76 Keys 
64 Voices 
16 Meg of ROM 


Onboard Effects 
* Compatible 


QUADR ASV fTa" 
The Sound of Alesis. At last. 


128 factory presets, 128 user programs, QS Composite Synthesis™, QS Parallel/Matrix Effects™ with 4 independent busses, a PCM-CIA ROM card slot, intelligent 


user interface, multiple independent zones, velocity, aftertouch and direct digital recording to ADAT make the QuadraSynth the most powerful keyboard you can own 
? The S4™ Sound Module is coming soon. Call 1-800-5-ALESIS. See your Authorized Alesis dealer. 


The Dream Studio™ is coming together. Don't need the keys: 
All trademarks are property of Alesis Corporation. ® Alesis and ADAT are registered trademarks of Alesis Corporation. 
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YAMAHA QY8& 


SEQUENCER/SOUND MODULE 
By Greg Rule 


EMPTING AS IT MAY BE, WE’RE NOT 
Pees to crack any jokes about the 

QY8’s small size. We'll forgo cutesy 
clichés, such as “big things come in small 
packages.” We'll draw no comparisons be- 
tween it and a Nintendo GameBoy. And 
we'll make no references to MIDI studios that 
fit in our mouth. This time around we're play- 
ing it straight by the book. (We're saving our 
wise-guy material for an upcoming appear- 
ance at Comedy Traffic School.) 
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Yamaha's latest is the third micro-module 
to bear the QY prefix. Like its predecessors, 
the QY10 and QY20 (reviewed July ‘91 and 
Aug. '93, respectively), it features a sample- 
playback synth engine, a sequencer, and a 
slew of pre-programmed musical patterns. 
It can be used to create new songs from 
scratch, or as an auto-accompaniment synth 
with real-time chord-change capabilities (sim- 
ilar to Yamaha’s own portable keyboards, 
which let you select and play accompani- 
ment patterns, and change the chords on the 
fly). Ease of use is the name of the game here. 
All of the QY8’s menu categories appear 
along the top of its LCD, and a graphic tre- 
ble/bass grand staff is used for step-entering 
notes (see photo). 

The QY10 has been discontinued, so a 
more relevant question is how the QY8 stacks 
up against the QY20. For starters, it sells for 
half the price of a QY20 and, as to be ex- 
pected, has far fewer features and a more 
streamlined front panel. The QY8 is the first 
product in the QY line with no keyboard- 
type button layout, so the only way to record 
notes into its sequencer is from an external 
MIDI controller, or by entering them one at 
a time in step-record mode. The QY8’s LCD 
is about the same size as the QY20’s, but the 
layout is different. Gone are the QY20's mixer 
window and event-list editor, but in their 
place is a treble and bass clef view window, 
a measure display with a moving pointer, and 
a section devoted to menu and parameter 
items. What we miss the most when com- 
paring the two units is the QY20’s 96 ppg 
clock resolution; the QY8’s resolution is 24 
ppq, which is too coarse for anything except 
rigidly quantized rhythms. 


SOUNDS. The QY8’s ROM bank contains 
40 pitched instruments, including acoustic 
and electric pianos, mallets, organs, acoustic 
and electric guitars, basses, strings, horns, 
synth leads and pads, and a handful of effects 
such as Bowed Bell, Crystal, and Sweep. It 
also has a 58-piece drum and percussion kit 
replete with stick and brush hits, acoustic, 
processed, and analog drums, cymbals, and 
a standard assortment of bongos, congas, 
maracas, timbales, and the like. None of the 
sounds are editable. 

We brought in a few Keyboard staffers to 
assist in evaluating the sound quality of the 
QY8. The verdict? It isn’t great, but then again 
it isn’t bad considering its price. “The piano 
sounds okay when tucked into a tune,” said 
one, “but the uneven split points and clock 
noise in the lower register are painful when 
it’s soloed.” A second listener concurred: 
“This is one of those pianos that | wouldn’t 
want to play by itself, but it sounds okay in 
an arrangement.” 


Another item that jumped out was the 
similarities between certain patches. “There's 
not enough difference between Electric Piano 
1 and 2,” commented one staffer. “If they're 
going to give you two, they should be more 
different.” We noticed the same similarities 
when comparing the marimba and xylo- 
phone, the two organs, the two strings, and 
the two synth pads. Not surprisingly, Yamaha 
is economizing by using some samples more 
than once. 

Standouts: “Number 28, SyBrs, is the first 
patch I’d actually use in a tune,” said one. 
“The synth strings are decent,” reported an- 
other, “and although it doesn’t sound any- 
thing like a flute, the flute isn’t a bad sound.” 
Most agreed that the drums and bass sounds 
had plenty of punch. Yamaha did a good job 
of picking the components, including such 
commonly overlooked items as brush hits, 
foot-closed hi-hat, and China cymbal. 

Stinkers: The 12-string guitar. Said one 
staffer, succinctly, “Yuck.” Another pointed 
out a limitation of the trumpet patch. “The 
problem,” he explained, “is the ‘blat’ at the 
beginning of the sound; it’s something you’d 
want only if you were playing loud.” One final 
note: The QY8 is not a quiet machine. Not 
by a long shot. When we turn up the volume 
(with no notes playing), we hear a noise floor 
that resembles a strip of bacon frying in a skil- 
let. In fairness to the little guy, though, when 
dense tracks are playing back, the noise and 
sample anomalies become far less apparent. 
Said one listener, “When you put these in- 
struments into multi-track arrangements, it’s 
surprising how much better they sound.” 


ANATOMY OF A SONG. There are three 
ways to record and manipulate songs with 
the QY8: linear “tape deck” style, pattern 
“drum machine” style, or a combination of 
the two methods. 

For those who appreciate the simplicity 
of recording into a multi-track tape deck, the 
QY8 provides four linear sequencer tracks. 
Just set your initial tempo and time signature, 
choose which of the four tracks you want to 
record into, choose which of the voices you 
want to use, tell the QY8 if you want it to 
quantize (auto-correct) your part as you 
record it, hit the record button, listen for the 
two-bar count-off, and play. Unfortunately, 
there’s no punch-in feature. 

Step entry on the QY8 is a snap. Once 
you've selected the track you wish to step- 
edit, move the cursor to the appropriate lo- 
cation, grab a note, rest, or chord on the right 
side of the display, select its length (triplets 
included), and place it on the staff. As an 
option, notes can be step-entered from a 
MIDI keyboard. The owner’s manual is very 
helpful in guiding you step-by-step through 


ee voice adn. Coarse clock resolution. | 
_ Tempo changes ar aren't ee. _ 


BO! [TOM | INE e 
Fun and cheap, ee don't tered! too much 
fom the little ee | 


these procedures. 

For quicker results, you may prefer to cre- 
ate or manipulate songs using Yamaha’s auto- 
accompaniment patterns. As an alternative 
to recording your own tunes from scratch, 
the QY8 lets you choose from a menu of pre- 
programmed musical patterns. The pattern 
library houses 50 patterns ranging from dance 
to funk to rock to jazz. Each pattern consists 
of four tracks (drums, bass, chord 1, and 
chord 2) and has six variations (intro, A, B, 
fill 1, fill 2, and ending). 

If you don’t like the chords Yamaha pro- 
vides, you can program new ones or change 
them temporarily as they play back. This fea- 
ture is called ABC, short for Auto Bass Chord. 
Twelve roots and 25 chord types can be spec- 
ified. Another feature, called On Bass, lets 
you specify a note different than the chord 
root to be played by the bass. The ABC fea- 


PHOTOGRAPHY: WARREN HUKILL 


ture can be controlled externally as well. Us- 
ing a MIDI controller, you can specify a range 
of notes that the QY8 will respond to. As a 
pattern plays back, you can hit a chord on 
the controller, and the QY8 will alter the pat- 
tern in real time. Once you've entered an ac- 
companiment, you can put your own linear 
tracks over the top if you’d like. 

There isn’t much in the way of advanced 
editing features on the QY8, but it does offer 
an Option menu that provides such utilities 
as erase, delete, create, and copy measure, 
mute, key change, mix parts, transpose, clear 
song, program change, and undo. The QY8 
also allows key signatures, time signatures, 
and volume setting for each track to be spec- 
ified in advance. The time signature options 
are 2/4, 3/4, 4/4, and 6/8, and can be 
changed throughout the song. Tempos, how- 
ever, can’t be changed (short of riding the 
master tempo control in real time). 


MIDI. The QY8 is eight-part multitimbral. 
(Ignore the “16-part multitimbral” mention 
on page 77 of the owner's manual; it’s a typo.) 
A chart in the back of the manual lists the 
program change number for each instrument. 
If, for example, you want to access the har- 
monica on MIDI channel 2, simply send pro- 
gram change 23 on that channel and you’re 
ready to blow. 

In general, the QY8’s MIDI options are 


Just add water and stir. 
With Yamaha’s QY8, you 
can choose from a menu 
of pre-programmed musi- 
cal patterns and assemble 
them into songs, or you 
can record your own 
tunes from scratch. It 
doesn’t have a mini-key- 
board like its older sib- 
lings, the QY10 and 
QY20, but it does have a 
decent lineup of sampled 
sounds and an inviting 
user interface. 


slim pickin’s. It will transmit and receive pro- 
gram changes, sequencer start/stop/continue 
messages, MIDI clocks, velocity info, and 
pitch-bend messages, but it isn’t aftertouch- 
compatible, and the only controller it rec- 
ognizes is sustain (64). Thankfully it will send 
and receive sys-ex dumps, so once you max 
out the sequencer’s memory (and believe us, 
you will), you can store your tunes offsite. 
A MIDI data filer will prove essential for those 
who use the QY8 for live performances, 
which of course doubles the cost of the hard- 
ware. A final caveat: There’s no MIDI thru, 
and the QY8’s MIDI output can’t be config- 
ured to act as one. If you plan to use the QY8 
in a MIDI chain, you'll have to make sure 
it’s the caboose. 


CONCLUSIONS. There are two ways of 
looking at the QY8. From a MIDI sophisti- 
cate’s perspective, there’s not much to write 
home about. Its sounds are average at best, 
they can’t be edited, and the sequencer’s 
clock resolution is a stiff 24 ppq. On the other 
hand, the QY8 is cheap, portable, easy to 
use, and... fun! No, we’re not about to cut 
a record with it, but we’d gladly use it for a 
rough demo, or take it on-the road for use 
as an idea machine. It’s also an attractive tool 
for low-budget one-person bands and for 
those who want a user-friendly music-minus- 
one practice companion. E 
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MUSICIANS INSTITUTE 


GUITAR INSTITUTE KEYBOARD INSTITUTE 
OF TECHNOLOGY OF TECHNOLOGY OF TECHNOLOGY 


OR WRITE TO MUSICIANS INSTITUTE FOR FREE INFORMATION, 
MUSCIANS INSTITUTE BOX 6069 HOLLYWOOD, CALIFORNIA 90028 THE TIME IS RIGHT ...NOW 


PERCUSSION INSTITUTE 


LETTERS 
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What came first — the piano or the guitar? 
In Trevor Rabin’s case, it was the piano. Thank 
you for getting it straight that Trevor's guitar 
playing stemmed from his strong foundation 
on keyboards June ’94]. He applies keyboard 
thinking throughout his guitar playing; this 
is one of the main reasons his work stands 
out from that of other guitarists. | really ap- 
preciate you taking the time to bring this as- 
pect of his work to light, especially on the 
heels of Talk. One correction: Trevor's dog 
is named Solly, not Sally. 
Christine Holz 
Music News Network 
Tampa, FL 


Lingua Franca Follies 

[The verbal fur still flies in the wake of our 
Mar. ’94 excerpt from Mac Rebennack’s au- 
tobiography. Mac’s language is less than gen- 
teel, a fact that prompted reader Wallace R. 
Rust to threaten to let his subscription expire 
if we don’t “raise [our] standards.” “Music 
is a language and an art form,” wrote Rust 
in our June ‘94 Letters column. “You should 
reject outright all profanity.” More letters on 
the same subject ran in the July and Aug. 94 
issues as well. This month, another reader 
takes issue with Rust.| 


| agree with Rust: Music is an art form as 
well as a language. What he fails to realize 
is that people will say whatever they want 
to, in any language. When a person’s feel- 
ings and thoughts come out in a work of art, 
it may not always be pretty. It is sad that we, 
the artists, have to deal with the closed- 
minded pigs who want to dictate what is 
right or wrong. | would like to thank Key- 
board for being true to our rights. Please ac- 
cept my subscription to take the place of 
Rust’s. I’m sorry he has such a problem with 
reality, but | guess he can read another fuck- 
ing magazine. 
Stefan Keel 
Irvine, CA 


Save the Clavinet! 
In his Dec. 93 article about electromechan- 
ical keyboards of the ’60s, Barry Carson re- 
ported that Hohner representative Don 
Williams was trying to find the molds for 
Clavinet hammer tips with the idea of re- 
suming their production. These rubber ham- 
mers tend to become grooved and/or soft 
and sticky with age, which results in an an- 
noying popping sound every time a string 
is released and makes the instrument essen- 
tially unusuable. 

Unfortunately, Don Williams is no longer 


employed at Hohner, and the effort to resume 
production of these parts has been aban- 
doned. | recently expressed my frustration 
with this in a long letter to Hohner headquar- 
ters in Germany. To my mind, a manufacturer 
should take responsibility for providing re- 
placements for unique and essential parts that 
wear out in the normal course of playing. By 
refusing to supply these parts, Hohner is turn- 
ing its back on the people who helped the 
company prosper. 
| received a short letter in response, stating 
that it was not in Hohner’s financial interest 
to resume production of a part for which there 
is so little demand. But with the recent up- 
swing in interest in older keyboards, com- 
bined with the fact that most existing 
Clavinets should be starting to experience 
trouble with their hammers about now, | think 
it might be possible to show Hohner that the 
market is bigger than they think. To that end, 
| encourage other Clavinet owners to write 
to Hohner Vertrieb GmbH., Postf. 1260, D- 
78636 Trossingen, Germany. Make the cor- 
poration listen to the musicians. 
David A. Anderson 
Los Angeles, CA 


Continued on page 144 


Add a MIDI Solution 
to your MIDI Setup! 


Relay 
$ 99 i; 


@ Place any footswitch input under MIDI control! 
© Programmable to respond to most types of MIDI messages 
@ \lD|-powered - no batteries or wall adapter required to operate! 


Controller 
$7 Dus, 


e Generate virtually any type of MIDI message! 
@ Transpose or rechannelize in real time 
© Accepts normally-open or normally-closed type footswitches 


Call for a FREE brochure describing our complete 
line of modular MIDtprocessing products! 


Toll-free 1-800-561-MIDI (6434). Outside US and Canada call (604) 
794-3013 Fax (604) 794-3396 or write to MIDI Solutions Inc., 816 - 
810 W. Broadway, Vancouver, BC Canada V5Z 4€9 


MIDI @ Solutions Inc. 


Innovative Solutions for Today’s Musician. 


The Music Industry’s 
Only Connection to 


The Internet... 
THE PAN NETWORK 


CompuServe doesn't have it. 
GEnie doesn't have it. 
Prodigy doesn't have it. 
America OnLine doesn’t have it. 


Only PAN gives you the advantages of complete 
and unlimited access to the Internet- the Global 
Electronic Superhighway. 


Besides giving you access to thousands of MIDI 
song files, patches and samples, song lyrics, 
guitar tab files, MIDI software titles and free 
programs and utilities, PAN’s Internet Advantage 
features over 2,600 Usenet newsgroups and 
direct connection to thousands of BBS's. 


e MIDI Documentation » Music Research Digest 
e Equipment Reviews ¢ Free Classifieds 
¢ Newsletters e Employment 
e Radio Playlists & Opportunities 
Charts e FTP, USENET, Gopher 
e Library of Congress Virtual Reality 
e Tour Support e How-to Articles & 
e Artist Profiles “FAQ's” 
e New Record Releases © Mailing Lists & 
e Video and Film “Listservs” 
e Pro Audio Network Record Label Support 


PAN IS EASY TO USE! 


To connect to PAN from any location: 


Direct Dial - 617-576-0862 
1. Press RETURN twice after you connect. 


Sprintnet - call 800-877-5045 for local # 
1. After CONNECT, type @D 
2. Press RETURN 3 times 
3. At the “@" prompt type C PAN 


Tymnet - call 800-336-0149 for local # 
1. After CONNECT, type the letter ‘‘o” 
2. At “Please login’, type PAN 

Internet - telnet pan.com 


Overseas/PTT 
1. Connect to “NUA” 311061703093 


TO JOIN PAN 
1. At the “Username” prompt, type PANJOIN 
2. At “Authorization Code’, type ADVANTAGE 
Rates as low as $3.60/hour. 
Free usage for database contributors 


eAN NETY The PAN Network 
FR P.O. Box 162 
of \\ Skippack, PA 19474 
Tel: 215-584-0300 

Fax: 215-584-1038 


Internet: pan@pan.com 


THE INTERNET ADVANTAGE 


SEPTEMBER 1994/KEYBOARD 115 


220322 222 32 


| NEW! Additional features in Windows version 6.0 

| Band-in-a-Box 6.0 for Windows breaks new ground with over 50 new features... 

_| STANDARD MUSIC NOTATION and leadsheet printout of chords, melody and lyrics. Enter your 
| songs in standard notation & print out a standard lead sheet of chords, melody and lyrics. 


| Make your own fakebook! 

AUTOMATIC HARMONIZATION. You can select from over 100 harmonies to harmonize the melody 

| track, or harmonize what you play along in real time. Play along in “SuperSax” harmony, or 

| harmonize the melody with “Shearing Quintet”. Create your own harmonies or edit our harmonies. | 

| OUR CUSTOMERS LOVE THE VERSION 6 FOR WINDOWS UPGRADE... 

: “Wow!! ... Version 6.0 is marvelous ... | love the notation and harmonies ... this is so much fun... 
you’ve added everything | wanted ... the lead sheets look great ... Bravo! ... Congratulations” 


BAND-IN-A- PRICES 


NEW CUSTOMERS (IBM/Mac/ Atari) 

Band-in-a-Box PRO 

(BONUS! IBM version now includes both Windows & DOS version for the same price!) 
ADD-ONS 

Styles Disk #4 

Styles Disk #5 

MIDI-FakeBook (100 songs on disk) 

SUPER PAK (Pro version + all 3 add-ons) 


UPGRADES 

“Regular” Upgrade PAK to version 6.0 for Windows 

This includes version 6.0 Windows upgrade + new Styles Disk #5, and Harmonies Disk #1. ee 
Order this if you already have the IBM Band-Box PRO version 5 or PRO version 1.0 for Windows. 
“Complete” Upgrade PAK to version 6.0 for Windows : 
In addition to the regular upgrade PAK, this includes the 100 styles in the PRO version, and 

Styles Disk #4. Order this if you have an older version of Band-in-a-Box or a “bundled version”, 

or are crossgrading from the MAC or ATARI version. 


HELP! | Forgot to send in the Registration Card, but | want to upgrade now!! 
No problem. Since the upgrade checks for any previous version of Band-in-a-Box, you can order e 
the upgrade even if you forgot to register! 


NOTE to DOS/MAC/ATARI Users: We're developing Band-in-a-Box version 6.0 : 
upgrades for DOS/MAC & ATARI users. They'll be ready in a few months. e 


From PG Music... Makers of The Jazz Guitarist, PowerTracks, The Pianist PG MUSIC INC. 


tT PHONE ORDERS: 1-800-268-6272 o« 1-905-528-2368 266 Elmwood Avenue Suite 111 Buffalo NY 14222 
VISA/MC/AMEX/cheque/mo/po# 


5 hot new software programs from PG Music... 
& great deals on Roland hardware bundled with software 


The Pianist” (windows, Mac, Atari) $49 


A MUSIC PROGRAM CONTAINING A HUGE COLLECTION OF OVER 200 OF THE WORLD’S MOST 
POPULAR CLASSICAL PIANO PIECES, PERFORMED BY WORLD CLASS CONCERT PIANISTS! 


Plus... Music Trivia Game, “Guess the Song”, Program Notes, Biographies, 
Music Dictionary (all on disk) & much more. _ faydes 


> gy R 
iherthowen ' |? 

S¢ ae ¥s i Mozart Elgar 
PERFORMED BY CONCERT PIANISTS! ee 
All the pieces have been recorded “in real time“ by ae 
concert pianists on an 88 note weighted MIDI piano 
keyboard. They are never quantized or step 
recorded. All pieces are complete performances 
professionally performed, recorded & saved as 
Standard MIDI files. You hear the music with CD- 
quality through your sound card or MIDI system. 


ALL YOUR FAVORITE MUSIC... 
Moonlight Sonata, Sonata Pathétique, Minute Waltz, Claire de lune, 

Mephisto Waltz, Hungarian Rhapsody, Fantasie Impromptu, Military Polonaise... & over 200 more !!! 
SEE THE MUSIC WITH ON-SCREEN KEYBOARD! 

Play/Stop/Pause/Rewind/Tempo change/transposition/Volume/panning/patch changes & more. 


OUR CUSTOMERS LOVE THE PIANIST... 
“Incredible... amazing... terrific... masterful... fabulous... love it... my favorite program!” 


ALSO AVAILABLE FOR WINDOWS (Mac & Atari versions coming soon)... 
NEW! The Pianist Vol. 2 — over 200 more fabulous pieces. 

NEW! The New Orleans Pianist — 65 “New Orlean Style” piano music standards. 

NEW! The Ragtime Pianist — over 90 Ragtime & early jazz piano standards. 

NEW! The Pianist Vol. 1 for Yamaha Disklavier (MIDI files only) 

The Jazz Pianist — 60 jazz standards in a wide variety of styles (Windows, Mac & Atari) 


NEW! Music Printout! 
PowerfracksPro $29 


SEQUENCER/NOTATION/PRINTING FOR WINDOWS (IBM) 


MoacDowel 


tchatkavsky “Balakirev 


“Solid sequencing at an unbelievable price” Electronic Musician Sept. 93 


PowerTracks Pro 2.2 is a professional full featured MIDI sequencing, notation and 
printing program, and is so easy to use! And we include versions for Windows 3.1 
AND DOS, so you'll be able to use PowerTracks PRO on all of your machines! 


48 tracks, real/step/punch record, sound-on-sound, MIDI File support, sync 
(SMPTE, Midi Time Code, MIDI) edit (quantize/cut/ copy/ paste/undo/data 
filters/ transpose), multi-port support, 480 ppq timebase, sys-ex-editor- 

librarian, patch names, banks & much more. 

MUSIC NOTATION 

Enter/edit /display music in standard Music notation. Intelligent/automatic 

features such as: Correct beaming/tying of notes/minimize rests option/ “Jazz 
Eighth notes” option (this automatically allows jazz swing eighth notes & triplets & 
to be notated properly!!). Reads in any MIDI File & displays it as notation !! 
MUSIC PRINTOUT (ON ANY PRINTER!!) ; 
Print any track in standard music notation. Selectable staves per page, and bars : 
per line. Selectable margins and paper size. Portrait or Landscape (sideways) printing. Titles, composer, style, copyright information. Make 
your own lead sheets! You can also print the piano roll window for even more detailed analysis of a track! 

DELUXE WINDOWS INTERFACE 

Multiple Windows — Music Notation, Staff Roll (piano roll), Event List, Tracks, Bars, Meter, Tempo, Piano keyboard, Guitar fretboard. 


BUT POWERTRACKS GOES MUCH FURTHER... WITH EXCITING EXCLUSIVE FEATURES! 
/ Enter/print out chord symbols in notation ¢& Automatic drum tracks (100 drum styles included) */Reads in chord symbols from 
Band-in-a-Box 6.0 MIDI files /Patch caching for Gravis Ultrasound ¢/ Comprehensive support for guitar (on-screen guitar, tab 
printout) @/ Built-in Roland SoundCanvas editor #/ On-screen piano & guitar show notes as they're played #/Pro MIDI files included. 


POWERTRACKS FOR DOS VERSION INCLUDED FREE. Yes! We include the DOS version for free in 
the same package. NOTE: The DOS version doesn’t support music notation, or other graphical features. 


EXISTING POWERTRACKS USERS CAN UPGRADE TO POWERTRACKS PRO 2.2 FOR ONLY $10. 


REQUIREMENTS FOR ANY OF THE PROGRAMS: 


IBM (DOS versions) require 640K, MPU401/ 
MIDIATOR/SoundBlaster/SC-7, TG100 


WINDOWS versions require 2mb RAM 
+ any soundcard or MIDI interface 


MACINTOSH versions require 2mb RAM, system 6 or 7 
ATARI versions require 1040ST or better 


NEW! The Jazz Guitarist” 
(Windows, Mac, Atari) 
THIS PROGRAM MAKES IT “TOO EASY” TO LEARN TO BE A GREAT JAZZ GUITAR PLAYER! 


$49 


A music program containing a huge collection of over 60 jazz standards, 
played on MIDI guitar by top jazz/studio guitarist Oliver Gannon 


RECORDED IN REAL-TIME ON A MIDI GUITAR! the} AZZ O \e 
O 


Hear the music with CD-quality through your sound card 
or MIDI system. Most pieces have bass/drums as well a= rma 
asguitar so you get a full sounding jazz trio for the tunes! 


LEARN TO BE A GREAT JAZZ GUITAR PLAYER! 

On-screen fretboard shows you exactly what notes & chords are being played on the guitar. 
Slow down the performance or, better still, step through the music chord by chord, so you can 
learn every note as it’s played! 


PLUS MANY MORE FEATURES... 
Jazz Trivia Game & Guess That Song Game, Program Notes, Biographies (all on disk) 
Over 60 Top Jazz Standards with Complete Guitar Arrangements 
Listen to the music while you work in other programs 
Special support for Roland GS or General MIDI Modules 
Standard MIDI files can be copied & used in other programs or presentations 
Use your existing sound card or MIDI synthesizer 


Sound Canvas Pro 
Editor/Librarian for Windows 


Mixing/editing/storage of EVERY feature on Sound Canvas & other Roland GS & GM modules 


You'll never need to touch your Sound Canvas front panel or open the manual again! Edit/design new sounds, 
new scales, tunings... YOU CAN EDIT EVERYTHING!!! Also plays MIDI files (hear changes as you make them). 


Multi-MPU401 Driver for Windows 


e allows 8 music programs to use the same MPU401 at the same time! 

_¢ a “must have” driver for all MPU401 Windows users (Roland, Music Quest, CMS, etc.) 
e easy to use, installs as a driver in Windows to replace your current MPU401 driver 
¢ NEW! Allows inter-program communication! 


The current MPU401 Driver for Windows only allows one music program to use the port at a time. You need to close 
down all music applications before running a new one. But the new “Multi MPU401 Driver” allows up to 8 programs 
to use the MPU401 at the same time. So you can use all of your music programs at the same time. 


RA P. | 0O/AT Roland Audio Producer Sound Card 
Special Summer SALE Price ¢ includes PowerTracks Pro & SoundCanvas Pro Editor ! 


¢ Two-track/stereo wave sampling & playback in a 16/8 bit linear format at a selectable 
(44.1kHz, 1 kHz, 22.05kHz) sampling rate 

¢ Wavetable synthesizer with 128 instrument sounds, plus six complete drum sets, 
all conforming to General MIDI System Level 1 

¢ Optional MCB-10 MIDI connection box for external MIDI control - $89 


Roland Sound Canvas MkII (sc-55 mu) $599 


Incredible Low Price ¢ PowerTracks Pro Sequencer & SoundCanvas Pro Editor included! 


Roland’s brand new next generation Sound Canvas with extra sounds, extra polyphony, and built-in Mac & PC MIDI 
interface. For Mac, IBM & Atari. MIDI in/out & thru. Ideal for computer use, including PowerBooks or Notebooks. 
Everything the Sound Canvas has & more! 


Roland SCC1 Card 


Incredible Low Price ¢ PowerTracks Pro Sequencer & SoundCanvas Pro Editor included! 


The Roland SCC1 is a half sized card that contains a built in General Midi (GS) compatible synthesizer, MPU401 
MIDI interface, & RCA audio output to stereo or headphones. The state-of-the-art quality of the sounds on this card 
makes it the hottest piece of MIDI hardware on the market! We use the SCC1 card in all of our computers, & make 
all of our Band-in-a-Box songs & styles using the SCC1 card. Band-in-a-Box directly supports all features on the 
card (reverb/chorus/volume/panning/patch etc.). SCC1 makes Band-in-a-Box to sound like a “live band”! 


@ PHONE ORDERS: 
1-800-268-6272 o 905-528-2368 


VISA/MC/AMEX/cheque/mo/po# Fax 905-628-2541 Recorded Demo 905-528-2180 


Add $5.00 Shipping/Handling per order ($10 outside USA/Canada) 
OPEN LATE NITE: 9 am - Midnight EST 
e-mail address — Internet: 75300.2750@Compuserve.Com 


PG Music Inc. 


266 Elmwood Avenue, Suite 1117 
Buffalo NY 14222 


30 DAY UNCONDITIONAL MONEY BACK GUARANTEE ON ALL PRODUCTS 


SOUNDPROOFING 
Continued from page 78 


staggered stud walls with 2'x8" joists centered 
16" apart, filled it with batt (standard fiberglass) 
insulation, and covered it with sheet rock hung 
on resilient channel. The top of the ceiling was 
finished with plywood for storage. 

Doors and windows are probably the hardest 
elements to deal with when soundproofing, es- 
pecially with home studios. The ideal door so- 
lution is a sound lock (a closet-sized room sep- 
arating the rooms); you have to walk through the 
sound lock to get from one room to the next. Un- 
fortunately, there usually isn’t the budget or space 
to build a sound lock in most home studios. 

Hagadone had two doors to contend with, 
the front entry door and the door to his storage 
space. He chose to hang two doors in each 
space, one opening in and one opening out. 
The doors were swung from opposite jambs to 
keep the knobs from interfering with each other. 

“Putting two doors in a jamb can get you 
a little more isolation than a single door, but 
it's nowhere near as good as doing a foyer and 
another door,” cautions Long. “You need a sig- 
nificant air space between the two doors before 
they start acting independently. You’re better 
off buying a commercial sound-rated door that 
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BEFORE YOU JUMP... 
CALL US LAST! 


@° SYNTHESIZERS 
=  * DIGITAL PIANOS 


CALL OUR SALES STAFF OF MIDI EXPERTS 
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1-800-795-8493 


RICH MUSIC + 1007 AVENUE C « DENTON, TX 76201 * FAX (817) 898-8659 
Hours: Monday- Friday 10- 6:30, Saturday 11-5 


WE ACCEPT VISA * MASTERCARD + DISCOVER + AMERICAN EXPRESS 


might have a 50 STC value, and have a good 
frame and seals. A sound-rated door will weigh 
ten to 14 pounds per square foot. Getting the 
STC you want is just a matter of mass. A stan- 
dard solid-core door is about an STC 30, and 
if you put two of them together you might get 
an STC 40 out of them. Put them six feet apart, 
and you might get an STC 60. The distance 
makes a big difference.” 

Sealing a door when it’s closed is an im- 
portant consideration. Many heavy sound-rated 
doors have cam lift hinges (also known as rising 
butt hinges) that raise the door as it opens. This 
eliminates the need for a drop closure or flex- 
ible sweep that can go out of adjustment. Long 
says that for home studios, “if it doesn’t pass 
air you're 90% there. The trick is that it may 
not pass air five minutes after you get it done, 
but over time these things wear out or go out 
of adjustment or get compressed. There’s a lot 
of maintenance involved in these designs.” 

With no need for a separate control room, 
Hagadone chose to have no windows at all. 
There usually isn’t room in the average home 
studio for a control room, either, so the main 
concern is sound transmitted through the existing 
windows. Windows, like any opening, have to 
be as consistent as possible with the rest of the 
partition. In an average wall, windows make up 


Brett Tuggle 
David Lee Roth, 
Coverdale/Page- 
“When it comes to 
keyboard patches- 
Voice Crystal sounds 


. ASUS are Killer!" 
FLY «RUM “Poskny 
MACHINES 
¢ SAMPLERS 
¢ AMPLIFIERS Se 
¢ MIXERS / EFFECTS Hate 10-800, 10-990 
¢ SOFTWARE D-20, D-10/110, D-5, GR-50 


and 256K BlankRAM Cards. 


YAMAHA 
SY-85, SY-77 and 64K Blank 
RAM Cards. 
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930 Jungfrau Court @ Milpitas, CA 95035 


BUS: (408) 945-0139 


at least 10% of the surface area, which practically 
wipes out the sound abating ability of the wall. 
Storm windows, heavy drapery, shutters — any 
mass-increasing treatment will help reduce noise 
through a window somewhat. With a window, 
like any other transmitting surface, the main thing 
is mass. “You need heavy glass,” says Long. 
“Laminate glass, 1/4"-inch minimum, an air 
space of at least two inches, and another heavy 
sheet of glass. With that combo you can get an 
STC of around 40. That's probably not as good 
as your wall, but it’s better than nothing.” 
The answer for much of soundproofing is 
to make the room as tightly sealed as possible, 
and surround yourself with heavy partitions. 
The ideal soundproof room might just be an 
old bomb shelter, buried deep in the back yard, 
lined with a yard of concrete. It might be a bit 
isolated, but can you think of a better way to 
develop a studio tan that'll makes you the envy 
of all the MIDlots down at the music store. E 


Calix Lewis Reneau, first and foremost a mu- 
sician, has logged 15 years in construction. 
Though he consults often on studio construc- 
tion jobs of all sizes, he still has fun playing 
with his kids. He wants you to buy his album 
Politically Incorrect with the band Resolution, 
on N’ Soul records. 


Jay Oliver 

Glenn Frey, Jimmie Buffet, 
Bonnie Raitt- 

"If you always use the same 
patches, you close your ears 
to new possibilities. With VC 
patches, you'll never sound 
boring again". 


Tow Oivey~ 


Professional 
Sounds 
Programmed 
and used by 
Professional 
Musicians 


Voice Crystal sounds are available for these synthesizers. 


KORG 

X-3 and i-Series, O1/W/FD/ 
Pro/ProX, O3R/W, T-Series, 
M-1, M1-R, M-3R, 256K and 
512K Blank RAM Cards. 


WALDORF 
Microwave and 256K 
Blank RAM Cards. 


ENSONIQ 

ASR-10, EPS16, TS-10, 
TS-12, KS-32, all SQ-Series, 
VFXNVFX-SD, SD-1, SQ-80, 
32K Blank RAM Cards and 
EEProm Cartridges. 


KURZWEIL 
K-2000, K-2000R, K-2000S. 


PRODUCTIONS, INC. 


MUSIC PRODUCTS DIVISION 


FAX: (408) 945-5712 


Toll-free ordering 

Full technical support and 
customer service 
Extra fast delivery 

r satisfaction 


_to-the-minute 
ce information 


Custome 
Immediate up 


‘nventory and pri : 
Major credit cards accepte 


ULL COLOR CATALOG FEATURING .- - 


Our PLEDGE 


The best values, shipped 
to your door 


isan FURMARN | Please rush me the next 
R 3 editions of Musician’s Friend 


A lcxicon sAMSON’ totally FREE of charge! 
: Now’s your chance to join hundreds of thousands of satisfied 
fubso musicians in receiving the #1 catalog, absolutely free! 
cacksor Hg2 or mail in this coupon to Musician’s Friend, 
nan ; P.O. Box 4520, Dept. 101, Medford, OR 97501. 
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Take the stage 
with the great ones! 


L—_—_ 


we're expanding our annual Soundpage 
Contest into the Ultimate Keyboard Compe- 
tition — your chance to prove what a great key- 
boardist YOU are and win one of the fabu- 
lous prize packages shown here. To enter, send 
us a tape of you playing the keyboard, along 
with an Official Entry Form. We'll select 12 
winners according to their musical talents 
and abilities. The Grand Prize winner will re- 
ceive musical equipment worth over $14,500 
and be flown to the January 1995 NAMM 
show in Anaheim, California, where he or she 
will share the spotlight with the legendary play- 
ers scheduled to perform at the Keyboard 20th 
Anniversary Concert. Enter today, and you 
could become a star — and win some great 


gear too! All entries must be received by 


October 31, 1994. 


interface { 


$15,000 


ea 


GRAND PRIZE Round-trip air fare and hotel accommodations for one to Anaheim, 


California in January 1995 to participate in the Keyboard 20th Anniversary Concert ® Korg 
01/W ProX @ Roland JD-800 ¢ Akai Digital DR4d hard disk recorder ¢ Ramtek 1.2Gb hard 
drive @ Digitech TSR-24 multi-effects processor ¢ BBE 862 Sonic Maximizer ¢ Aphex 105 Noise 
Gate © Choice of Steinberg/Jones Cubase (Mac, PC, or Atari), Mark of the Unicorn Digital 
Performer (Mac), Opcode Vision (Mac), or Twelve Tone Systems Cakewalk Professional for 
Windows (PC) ¢ Choice of $500 worth of Stratus or RSI sounds from Sweetwater Sound, In- 
vision Interactive's Stratus Library, or llio Entertainments' The Synclavier Library ® Choice of 


Music Quest PC MIDI Interface or midiman Macman Interface 


OFFICIAL RULES 


ELIGIBILITY: The competition is open only to amateur and semi- 
professional musicians. Established professionals are not eligible. 
Keyboard will have sole discretion in determining eligibility. 

You are not eligible if you have had an album released under 
your own name (or stage name) on a major label or a large in- 
dependent label. (For our purposes, a “large independent label’ 
is a record company that has five or more LPs, CDs, or tapes in 
its catalog, or LPs, CDs, or tapes by three or more different 
artists or groups. An “album” is a 12" 33-1/3 RPM vinyl disk or 
full-length CD or cassette. You will not be disqualified for 45 rpm 


or CD singles or 12" EPs, nor for up to four self-produced albums 


on your own private label.) 
You are not eligible if you have been listed as a producer or co- 


producer of more than one album on a major or large independent 
label, or if you did most of your keyboard work as a regular mem- 
ber of a band whose album(s) have appeared on such a label. 
~ You are not eligible if you have played on more than six nationally 
distributed commercial spots (radio or television) or films, or 
have been credited as a session m player on more ethan six albums 
se any kind. 


_ CONTENT: All selection must be - wed te 
by you, or compositions that are in the public domain. All arrange- 
__ ments must be original unless your performance is of a classical 


____ work exactly as written. In the event that Keyboard releases 
compilation CD or tape of contest winners, and if you win with ma- 
terial for which we are unable to secure the rights, an alternate 


entrant's piece will be featured on the compilation. 


RIGHTS AND AGREEMENTS: By entering, you warrant that 


you meet all eligibility requirements specified here. You also agree 
that Keyboard and others licensed by Keyboard may use the com- 
position and arrangement in a compilation tape or CD, and copy, 
sell, distribute, and/or broadcast the tape or CD, all without pay- 
ment of any royalty to you. This agreement covers only this one- 
time use. If you are the writer/composer, you will retain copy- 
right. A formal written agreement to this effect will be required 
of you if you win. Also, you must grant permission for Keyboard — 
to circulate your recording to record — and radio stations 
at our eae. / 


HOW TO ENTER: Your entry should consist of a single piece 


of music, no longer than four minutes in length. Entries thatex- 


ceed the maximum time will not be considered. 
All entries must be submitted on standard audio cassette tapes 


(at 1-7/8 ips — no double-speed cassettes or DAT). Alabel with == 


your name, address, and phone number must be firmly attached 


to the cassette itself, nofto the little plastic box. Also onthe cas- 


sette label itself, please indicate what type of tape it is (standard, 
(r02, or metal), the total time of the selection, and whether you 
used Dolby C, Dolby B, or no noise reduction. Send the cassette 
"heads out," cued up, and ready to roll. Please don't put anything — 


_ on the tape other than the selection you want us to consider for 


the competition. 


70,700 VOGUE. 


Cakewalk 


sion 
a auenznnen eS 


is 4 tte 


Fa 4 Oberheim OB-Mx © Roland $D-35 © Furman Pl-Plus 
Rack Light Module ¢ Choice of Steinberg/Jones Cubase (Mac, PC, or Atari], Mark 
of the Unicorn Digital Performer (Mac), Opcode Vision (Mac], or Twelve Tone Sys- 
tems Cakewalk Professional for Windows (PC} * Choice of $500 worth of Sta- 
tus or RSI sounds from Sweetwater Sound, Invision Interactive's Stratus Library, THIRD PRIZE | JV-880 ¢ Oberheim Cyclone, Drummer & Strum- 
or llio Entertainment's The Synclavier Library eChoice of Music Quest PC MID! mer ® Aphex 106 Compressor ® Choice of Steinberg/Jones Cubase (Mac, PC, 
Interface or midiman Macman Interface or Atari), Mark of the Unicorn Digital Performer (Mac}, Opcode Vision (Mac}, or 
Twelve Tone Systems Cakewalk Professional for Windows (PC) ¢ Choice of Mu- 
sic Quest PC MIDI Interface or midiman Macman Interface 


53,000 Value! 


FIFTH 
THRU 


TWELFTH 


IDI 1 interface & 


peut AE CEG Rw RAM Compatetities 


UDIO" 


ER Bple Macmiors 


PRIZES 


FOURTH PRIZE 


- All entries must be accompanied by the Official Entry Form, or 
a. separate piece of paper that contains the following information: 
your name, address, and phone number, and the title of your se- 
Js, list the personnel heard on the tape, the equipment 
used (hath instruments and recording gear), and the recording date 


Name 
-and conditions (concert, home, pro studio, or whatever). Finally 
please list your major recording, performance, and music education Address ew he. ees. 
credits. These credits won't affect our final decision, but they will 
help us put your workin perspective, City State s Lip Rae eRe DUO 2 
= individual or musical ‘group may wee only one entry. oak 
SEND zNTR 10: Ulimate Keyboard es Keyboard Fu Used 
11 Borel Avenue, Suite 100, San Mateo, (A 94402. quipment Use ae 
Mowe do not call our office to check on the status of your en- p | 
try, cand please do not ask for an individual evaluation. We will ase east a ‘ 
- only notify the winners. | ; 
“yuri seed ine yy gt Recording Date < rat aes 


other oes and mail wil not be retuned, 
List any recording, performing, and music education credits 


"DATES AND DEADLINES: Entries must he received by Octo- 
ber 31, 1994. The Leyiae be notified oes December L 


(Use additional pa paper Serif necessary) 


Entries must be received by October 31, 1994. The winners will be notified by December 1, 1994. 
Send your entry to: Ultimate Keyboard Competition, Keyboard, 411 Borel Avenue, Suite 100, San Mateo, CA 94402. 


AQUILA MR2 


WIRELESS MIDI SYSTEM 


being rooted behind a stack of key- 

boards while the lead singer and guitar 
player in your band are free to frolic around 
the stage? You do have a few options: Take up 
the accordion; hunt down a strap-on synth from 
the past, such as the Moog Liberation, Yamaha 
CSO1, Roland SH-101, Casio CZ-101, or Korg 
707; or buy a strap-on MIDI controller. Since 
Lync isn’t in business anymore, the only current 
strap-ons we know of are Roland’s AX-1 (see 
Keyboard Report, Jan. 94) and the Yamaha KX5. 
Kawai’s new KC20 is being shown in their ads 
as a strap-on, but our information from Kawai 
is that it can’t be run on batteries. 

Even with a strap-on, you'll still be tethered 
to a central location by audio, MIDI, and/or 
power cables — unless you team up a battery- 
powered controller like the AX-1 with a wireless 
MIDI system. Versions of the latter have been 
around for eight years now, some with more 
success than others. The requirements for wire- 
less MIDI transmission and reception are more 
demanding than those for wireless audio sys- 
tems, because even brief dropouts can cause 
stuck notes, and that can ruin a show. 

Now a new company, Aquila Systems, has 
ventured onto the MIDI wireless scene with 
an extremely reliable system that may be 
within financial reach of gigging players. We 
subjected their MR2 diversity wireless MIDI 
system to some grueling tests, and it passed 
with flying colors. 


aed AVE YOU EVER BEEN FRUSTRATED BY 


THE COMPONENTS. The standard MR2 sys- 
tem consists of the 4-1/2" x 2-5/8" x 1-1/2" MT2 
transmitter, the half-rack MR2 diversity receiver, 
two 9" whip antennas, and an oversized wall- 
wart power supply for the MR2 receiver. Mount- 
ed on the underside of the MT2 transmitter is 
a flaccid 3-1/2" antenna. Powered by a 9-volt 
battery, the MT2 will reportedly run continu- 
ously for 1-1/2 to 2-1/2 hours on a rechargeable 
NiCad, four to five hours on an alkaline, and 
nine to 14 hours on a lithium. It has a power 
switch, an LED power indicator, and a channel 
selector mounted on top where you can see 
and access them when the MT2 is strapped to 
your belt. The unit’s MIDI-in connector is also 
located on the top side, so that an attached 
MIDI cable protrudes upward where it might 
get in the way. It’s too bad the MIDI in isn’t lo- 
cated on the unit's side to avoid this potential 
problem. Also bothersome is the fact that the 
MT2’s belt clip isn’t tight enough to secure the 
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If you want to dance all over the stage while trading licks with your guitar player — without worrying about get- 
ting tangled in a long MIDI cable — what you need is Aquila Systems’ MT2 transmitter (lower L) strapped to 
your belt and MIDled to a strap-on keyboard controller like Roland’s AX-1, along with the Aquila MR2 diversity 
receiver (top) connected to a rack of sound modules. For improved reception, you can obtain the optional anten- 
na extension kit (shown here with the wireless system), which includes large antenna clips and six-foot cables. 
Otherwise, the antennas connect to the rear of the MR2 receiver. 


unit to the keyboard strap, which players with- 
out belts might prefer. And while we’re com- 
plaining, we might as well point out that while 
Roland ships the AX-1 with a long MIDI cable 
that has a mechanism that locks its plug into 
the AX-1’s MIDI out, this cable is unwieldy 
when you only need a three-foot cable to run 
from the controller to the MT2; unfortunately, 
you can’t buy a shorter MIDI cable that locks 
into the AX-1. So if you prefer to use a short 
MIDI cable to connect the two devices, you 
may want to use duct tape to reduce the 
chances of the MIDI cable becoming detached 
from the controller in the heat of performance. 

Besides LEDs to indicate power status and 
MIDI reception, the MR2’s front panel features 
two slanted stacks of 11 LEDs (ten red, one 
green) that show the strength of reception from 
the MT2, as well as a yellow “battery low” in- 
dicator. (The MT2’s power LED also blinks when 
battery power dips below 6.8 volts; according 
to Aquila, you probably have 30 minutes to two 
hours of battery power left once this LED starts 
blinking, depending on the type of battery you 
use.) We'll describe the final front-panel LED, 
which is labeled “ANO,” below. 

Around to the back of the MR2, you'll find 
a pair of antenna terminals, a MIDI-out con- 
nector, and a radio channel selector. The MT2 
and MR2 can be set to any of eight radio chan- 
nels. Aquila recommends, however, that no 
more than four of their wireless MIDI systems 
be used at one time, and that the systems be 
set to all odd or all even channels in order to 
leave a channel open between them. Multiple 
channels are available should you encounter 
some kind of interference on one channel. The 


Aquila system transmits on frequencies be- 
tween 902 and 928MHz, a range used by 
some computer wireless local area networks 
and cordless business telephones, but this fre- 
quency range isn’t as crowded as the bands 
used by two-way radios and cellular tele- 
phones. The spread spectrum radio technology 
used by the Aquila and at least one previous 
wireless MIDI systems was originally developed 
for use by the military. 


Also located on the MR2’s rear panel are 
two switches, one for assisting in system setup, 
the other for selecting one of two MIDI error 
protection schemes (or neither). The former 
switch allows you to disable either of the MR2’s 
antennas, so that you can position the opposing 
antenna for optimal reception. With the stan- 
dard Aquila package, the antennas screw di- 
rectly into the back of the receiver and can be 
rotated left or right and swung down to any an- 
gle. If you intend on installing the MR2 in a 
rack, or if you want to ensure optimal reception, 
you should invest in the optional antenna ex- 
tension kit, which includes six-foot cables and 
antenna-mount clamps that are big enough to 
grasp objects up to two inches in diameter. 

You can choose either of two types of MIDI 
error protection using the MR2’s “ANO” switch. 
“ANO” refers to all notes off, and the error pro- 
tection scheme you select will depend on the 
synth(s) you’re driving with the Aquila system. 
The first type depends on active sensing, which 
is used by Roland synths among others: If the 
Aquila detects an inappropriate MIDI byte, it cuts 
off its normally transmitted stream of active sens- 
ing data, which will cause the receiving synth 
to shut down for a split second, then reset itself 
with no notes sounding. The second type will 
result in the MR2 transmitting note-off commands 
for every note on the last MIDI channel ad- 
dressed. If your system includes some synths that 
respond to active sensing and others that don’t, 
you'll probably want to use the second option. 


TORTURE TESTS. Keyboard Central is lo- 
cated on the first floor of a modern six-story 
building. The walls are full of metal, so much 
that our radio-controlled car goes nuts and 
won't respond correctly beyond about ten feet. 
Anxious to see how the Aquila system would 
work in this environment, we strapped on the 
AX-1 that Roland kindly provided for this re- 
view, connected the MT2 to the AX-1 and the 
MR2 to a synth, turned the volume up, and 
took a stroll down the hall. We were able to 
cover the entire floor in our area without losing 
communication with the MR2, even when 
more than one wall intervened. Then we 
moved the show to our loading dock, strapped 
the AX-1 and MT2 onto a willing assistant, and 
sent him out across the parking lot. He got at 
least 100 yards away (almost out of sight) be- 
fore his transmission started breaking up. In 
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both cases, we mounted the antennas (com- 
plete with extension kit) wherever was con- 
venient without taking the time to optimize 
their location. 

What does this prove? That the Aquila sys- 
tem is very powerful and should provide you 
with plenty of room to roam. Granted, every 
stage situation will be different, and there may 
be other interfering variables — such as reflec- 
tions from metal structures — to contend with, 
so do as the Aquila documentation recom- 
mends and try the system out before every per- 
formance. There may be some dead spots to 
deal with — even onstage — and you'll need 
to find out about them in order to avoid them. 

Strap-on keyboard controllers aren’t the only 
reason to consider a wireless MIDI system. It 
would also come in mighty handy in any sit- 
uation where it would be inconvenient to run 
MIDI cables. 


COMPETITION & PRECEDENTS. Unless you 
look on the used market, the only current com- 
petitor to the Aquila wireless MIDI system 
comes from Midiman. It’s called the TransMidi 
($499), and it really isn’t an entire system; you 
need to combine it with a standard wireless gui- 
tar system. Nady used to sell a TransMidi-based 
system (see Keyboard Report, Oct. ’90), but they 
no longer offer it. A TransMidi-based system 
won't be as expensive as the Aquila by about 
$600, but it also won't be quite as convenient 
— requiring two components each at the trans- 
mitting and receiving ends of the link. 

Actually, Nady was the first company in- 
volved in wireless MIDI. We reviewed their 
$4,500 system back in Apr. ’86. Since that time, 
there has been another system of note, the Gam- 
batte MidiStar Pro (see Keyboard Report, Jan. 
'90). Like the Aquila MR2, the Gambatte system 
used spread spectrum transmission. While it 
was considerably cheaper than the original 
Nady wireless system, you had to pay almost 
$2,000 for a Gambatte. Unfortunately, the com- 
pany is no longer doing business. 


CONCLUSIONS. If you're tired of sitting or 
standing behind a bunch of keyboards, get 
mobile. Not just mobile, but wireless. It will 
cost you somewhat over $2,000 for a new con- 
troller and the Aquila wireless system, but it 
will be worth it if it gets the house rockin’. 
—Mark Vail 
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E-MU PROTEUS FX 


RACK-MOUNT SYNTH MODULE 


-MU MUST BE FOLLOWING IN APPLE’S 

footsteps. Just as a single Macintosh 

spawned a family bearing the name, the 
popular Proteus synth module has begotten 
an entire line. First, there was the Proteus/1 
(see Keyboard Report, Aug. ’89), which set 
new standards for a sample-playback synth 
module: a wide variety (4Mb) of really good 
sounding 16-bit samples, 32-note polyphony, 
full programmability, and three pairs of stereo 
outputs. Since a majority of the original Proteus 
sounds were pop-oriented (drums, guitars, 
basses, saxes, horns, etc.), E-mu chose to stuff 
the Proteus/2 (see Keyboard Report, May ’91) 
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The newest addition to E-mu’s Proteus line, the Proteus FX. Physically, the Proteus FX differs from its predecessors in that it isn’t as deep. It comes with a wall-wart AC adapter 
instead of having an internal power supply like other E-mu rack-mount modules. It also lacks the auxiliary outputs of the original Proteus line. 


PHOTO: WARREN HUKILL 
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E-MU PROTEUS FX 


with orchestral instruments. Then came Pro- 
teus/3 World, which provided samples of more 
esoteric — read Middle Eastern, African, non- 
Western — instrumentation. Somewhere in 
there, E-mu packaged some sounds from the 
first two Proteuses (Protei?) with built-in effects 
processing into the keyboard-based Proteus 
MPS (see Keyboard Report, Mar. ’92). 

Now E-mu has sequenced into the next 
phase of the Proteus family by releasing the Pro- 
teus FX. Like the MPS, the FX offers sounds from 
the /1 and /2 and has built-in effects. However, 
it maintains the original Proteus spirit by being 
a single-space rack module. It offers all the edit- 
ing features of the original, so we'll refer you 
to the previous review for those details. Un- 
fortunately, there are still no dynamic lowpass 
filters, nor any of the cool synthesis concepts 
E-mu developed for their Morpheus (reviewed 
Mar. ’94). The big news is that the Proteus FX 
costs a substantial $250 less than the original 
Proteus. While it gives you considerably more 
in some areas, it comes without a couple of 
features present on the original that are impor- 
tant to some people. 

Like earlier Proteus modules, the FX has 
front-panel buttons for navigating the synth’s 
logical menu system. There’s also a cursor- 
back button, which is more convenient than 
holding the cursor button and turning the data- 
entry knob to cursor backward on the original 


Proteus. More importantly, there’s a headphone 
jack on the new model. The backlit LCDs on 
both units contain the same number of char- 
acters (16 x 2); the LCD on our FX review unit 
occasionally got the heebie-jeebies, its bright- 
ness fluctuating as if it were burning out. 

More differences: First, the FX model isn’t 
as deep. The original Proteus was 8-1/2 inches 
deep, but the FX only stretches back six inches. 
Second, the unit comes with a wall-wart power 
supply — the first time for an E-mu rack-mount 
synth. Does this mean E-mu. intends the FX for 
consumers instead of pros? A glance at the FX’s 
rear panel substantiates this assumption: Instead 
three pairs of stereo outputs, the Proteus FX has 
only the main left and right outputs. 

Memory is more abundant on the Proteus 
FX than on the original Proteus/1. The FX has 
twice the sample ROM, 8Mb rather than 4Mb. 
Whereas the original Proteus offered 128 ROM 
and 64 user patches, the FX has 256 of each. 
Its total memory of 512 patches is grouped 
into four banks for display on the LCD: A small 
numeral appears in the fourth segment in the 
bottom row designating the patch’s source as 
bank 1, 2, 3, or 4. The FX will respond to MIDI 
bank-select messages, making it much easier 
to navigate through all those patches. In ad- 
dition, as with other Protei, incoming program 
changes can be mapped to select any patch 
in memory. 

Identifying the type of sound associated 
with a Proteus FX patch is somewhat simpli- 


fied by the inclusion of a prefix in the factory 
patches. For example, GrandPno and 7ft- 
Grand are labeled “kbd,” Marimba and Ja- 
vanese are “prc,” VintgeB3 and Tarkus are 
“org,” SoloMini is a “led” (lead synth sound), 
and Koto and Balinese are “eth.” There are 
also “gtr,” “bas,” “drm,” "*ste® "ens" “Tea” 
(reed), “syn,” and “sfx” patches. While it 
doesn’t conform to the General MIDI standard 
of patch organization, the FX’s 512 sounds 
are arranged in easy-to-find groups. 

What about the differences in sound between 
the old and new Proteus models? The FX’s out- 
put seems cleaner and a bit hotter than our Pro- 
teus/1. Some patches — including several of 
the Hammond B-3 simulations and bass sounds 
— distort on chords at maximum volume. At 
least nearly all the patches play at an equivalent 
volume level, so there aren’t some sounds that 
you can’t hear and others that fry your ears and 
speakers simultaneously. 

Since the Proteus FX responds to both mono- 
phonic and polyphonic pressure data, we’re 
disappointed that more patches don’t make use 
of these controllers. For instance, going back 
to the B-3 sounds, we like to bring in modu- 
lation using mono pressure. You can enable 
mono aftertouch yourself, but it’s a shame it 
wasn’t set up already. 

Although poly aftertouch isn’t programmed 
into many of the patches — we would have 
liked to see it enabled on all the violin and 
string patches, and especially on the one 


CONSUME THE MINIMUM @® PRODUCE THE MAXIMUM 


WITH LOW-PRICED, HIGH-POWERED SOFTWARE FROM OSC 


DECK II $399 


DECK II won the 1990 
and 1993 MacUser Eddy 
Award for Best New 
Music & Sound Product 


Windows QuickTime 


DIGITAL AUDIO WORKSTATION SOFTWARE FOR MACINTOSH 
DECK II OFFERS CD-QUALITY MULTITRACK HARD DISK 


RECORDING WITH TIMELINE-STYLE WAVEFORM EDITING, GUARANTEED 
CONTINUOUS SYNC TO ALL SMPTE FORMATS, UNLIMITED 
VIRTUAL TRACKS AND DIGITAL MIXING, REAL-TIME MOVING 
FADER AUTOMATION, SYNCHRONOUS QUICKTIME MOVIE 
PLAYBACK DIRECT FROM DISK AND TANDEM OPERATION WITH 
METRO FOR INTEGRATED MIDI + DIGITAL AUDIO. FOUR 
TRACKS ON DIGIDESIGN SOUND TOOLS II/AUDIOMEDIA™, SIX 
TRACKS ON SPECTRAL INNOVATIONS NUMEDIA™ CARDS AND 
660AV, EIGHT TRACKS ON PRO TOOLS™ & MACINTOSH 840 AV. 

660/840AV - NO AUDIO CARD REQUIRED! : 


ALL 
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SAME DAY 
SHIPPING 


CUSTOMER 
SERVICE 


METRO Is OSC'S PROFESSIONAL MIDI SEQUENCER, WITH THE 


MUSIC'S BEST KEPT SECRET 
CALL NOW 


1-800-241-6330 


MON.-THUR. 12:00-8:00 FRI.& SAT. 10:00-5:00 
EASTERN STANDARD TIME 


FEATURES YOU EXPECT FROM A HIGH-END SEQUENCING 
PACKAGE PLUS A SIMPLIFIED INTERFACE AND FULL 


BACKGROUND & FOREGROUND SYNCHRONIZATION WITH DECK 8 
Il. METRO INCLUDES SUPPORT FOR GALAXY™, UNISYN'™, 
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7144 Market St. Boardman, OH 44512 
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called “Xpresive” — we're happy to see the 
FX offer the option. The patches that do re- 
spond to poly aftertouch demonstrate the pos- 
sibilities. For example, OBString and Trom- 
bone allow you to make individual notes in 
a sustained chord speak louder and have more 
vibrato, respectively, than the rest. Even in 
those patches, however, we wish the response 
was more dramatic. 

As on the Proteus MPS, the Proteus FX has 
two programmable effects processors, one of 
which does reverb, delay, echo, cross-delay (one 
echo at the opposite position in the stereo field), 
chorus, phaser, and flanging effects. The second 
also does delay, cross-delay, phaser, chorus, and 
flanging (the latter two in stereo), as well as two 
levels of distortion (“fuzz” and “fuzz lite”) and 
a ring modulator. 

Don’t expect too much depth in program- 
ming the Proteus FX’s effects. There are 11 types 
of reverb to choose from, but you only get to 
adjust the decay time for each one. In the echo 
algorithm, you get to set the feedback level (0- 
100), left and right delay times (0-255), and 
high-frequency damping (0-10). Any changes 
that you make to one of the effects stays active, 
whether you save it or not. That isn’t conducive 
to experimentation if you're worried about get- 
ting an effect back to sounding exactly the way 
it previously did. When you change from one 
effect type to another, you'll lose any settings 
that you had set up, because all parameters re- 
vert to default values. 


Worst of all, the effects are global rather than 
being stored with each patch! Welcome to the 
land of guitar-stomp-box programmability. The 
only way to store an effect is to save its para- 
meters as system-exclusive data in a MIDI se- 
quencer. Few musicians have the time or desire 
to wrestle with such a stone-age implementation. 

In order to hear the effects at work, you have 
to assign the sound on each MIDI channel to 
the appropriate output bus. You can set each 
channel to bypass the effects entirely, access 
either effect 1 or 2, or go according to the setting 
saved with the current patch. 

E-mu tells us they have five Proteus FX patch 
disks ready for you to load new sounds. These 
are available for the Macintosh, IBM-PC, and 
Alesis Data Disk for $29.95 per disk. The cat- 
egories covered are Fresh Mix/Textures, 
Fusion/Pro Power, General MIDI, Synth FX, and 
Orchestral. Contact E-mu or your local dealer 
for more information. 

The Proteus FX strikes us as a perfectly suit- 
able do-it-all-in-one-box/ready-to-be-sequenced 
machine for the neophyte and midrange MIDI 
composer. In terms of sound quality and ease 
of programmability, it compares quite favorably 
with some of the older General MIDI modules 
out there, such as the Korg 03R/W, Roland SC- 
55, and Yamaha TG100, all reviewed in Mar. 
‘93. Newer GM modules like the Korg 05R/W 
and Yamaha TG300, both reviewed in July ’94 
and both in the FX’s price ballpark, will prove 
stiffer competition. If you’re going to work in 


General MIDI land, maybe one of those would 
be better than the non-GM Proteus FX. On the 
other hand, if you want that great Proteus sound, 
it’s here ready and waiting. —Mark Vail 


FREE PLAY 
WORLD MUSIC 
MENU 


SYNTH TUNING UTILITY (WINDOWS, 
MACINTOSH) 


KAY, GROUP, I’D LIKE EVERYBODY 
to please raise your hand if you've ever 
used the tuning tables on your synthe- 
sizer. Don’t be shy, let’s see those hands. . . 
Oh, come on. Somebody must be using their 
tuning tables! 

Truth be told, most Euro-American styles 
of pop music don’t require nonstandard tun- 
ings. The result: Synth manufacturers either 
don’t provide tuning tables at all, or they pro- 
vide only limited forms of tuning and tuck 
them away where they’re hard to use. Which 
starts a negative feedback cycle. If a feature 
is half-crippled, how likely are musicians to 
delve into it? It’s a sad state of affairs, because 
some of the most expressive resources in music 
arise out of unexpected intervals and scales. 

Stephen Nachmanovitch to the rescue. His 
World Music Menu makes it easier than ever 
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3, VU Kgl / Musicians! Why wait to get 
signed by a label? Control 


your destiny: Release your 
own major-label-quality CDs 
and cassettes affordably 
without sacrificing your 
artistic integrity or audio and 
graphic quality. 


Package is complete and 
includes insert design, film, 
and two-color printing. No 
hidden costs! All you need to 
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master tape and photograph, 
and we'll do the rest. 
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Pull down a fistful of exotic ethnic tunings with World 
Music Menu for the IBM-PC. 


before to discover what alternate tunings sound 
like. With World Music Menu, dozens of scales 
from around the world are virtually a point- 
and-click away. No need to translate ratios into 
logarithms with a pocket calculator; just tell 
the software what synthesizer(s) you have, 
choose a scale, and the correct tuning will be 
transmitted over MIDI as sys-ex data. 

To hear the tunings at their best, we chose 
a straight classical guitar patch with no lay- 
ering, vibrato, or chorus. Two hours later, we 
were spotted sitting cross-legged on a blanket 
near the Kasbah. . . . Kidding aside, these ex- 
otic scales invite you to play in dimly remem- 
bered, highly ornamented melodic styles. 
Once you find a scale that pleases you, you 
can play intervals (or three-note chords, if 
you dare) to discover the wonderful nuances 
hidden within the pitch relationships. Sour, 
sweet, brash, enigmatic, subtle — it’s a whole 
new world. 

New to the concept of alternate tunings? 
Maybe we should explain that tuning tables 
are not simply ways to reshuffle the existing 
12 notes of the equal-tempered scale. Instead, 
they allow you to play notes that are “in the 
cracks.” The standard equal-tempered scale 
is actually a compromise tuning in which the 
“oure” intervals in the overtone series are twist- 
ed out of shape in order to allow music to be 
played in any key. That's why it’s called equal 
temperament. When the intervals are tuned 
in pure mathematical relationships, some keys 
and scales sound quite good, while others 
sound harsh and dissonant. Most non-Western 
music doesn’t use key or chord changes, so 
the fact that you can’t modulate to a new key 
is not a problem. 


SCALES & TUNINGS. The tunings in the pro- 
gram are grouped into nine categories — 
Greek, Indian 1, Indian 2, Mesopotamian, 
Asian, Balinese, Middle Eastern, Mathematical, 
and Blue. Each category contains from seven 
to 15 different tunings. For example, the Indian 
1 list comprises the Bilaval, Kafi, Bhairavi, 
Bhairav, Asavari, Kalyan, Purvi, Marva, Todi, 
and Khamaj scales. 

Don’t know what those sound like? Go buy 
a Ravi Shankar record. Some of the scales are 
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quite close to the too-familiar do-re-mi, but with 
a few notes just slightly off-kilter. Others contain 
intervals that are just slightly larger than a unison, 
or (in a few cases) intervals larger than a con- 
ventional minor third. 

With a few exceptions, everything in 
World Music Menu is either a five-note or sev- 
en-note scale. The former are laid out across 
the black keys, while the latter obviously oc- 
cupy the white keys. The keys not used by a 
given scale are all tuned to the tonic note 
(which will be C unless you set a transposi- 
tion), which makes it very easy to play drones, 
but deprives the user of what might be char- 
acteristic or musically felicitous “accidental” 
inflections. 

All of the tunings are given in the documen- 
tation as whole-number ratios. How close your 
synth can get to these mathematical values is 
another question. The Yamaha TX81Z has a fair- 
ly coarse tuning resolution, while the Kurzweil 
K2000 gets down to 1-cent resolution. Because 
the ratios are pure, many of the scales contain 
perfect triads. Others don’t even have a good 
fifth between the C and the G. 

We hope a future version of the program 
will include some tunings of more than 12 
notes per octave. Wendy Carlos, Harry Partch, 
and other composers have done valuable 
work in this area. We'd also like to see a tun- 
ing table editor added to the program. At pre- 
sent, World Music Menu only knows about 
preset tunings. We’d like to be able to edit 
its tunings, and create our own. Yes, you can 
do that from the front panel of your synth — 
but then your tunings won't be stored in the 
same bank with World Music Menu’s tunings. 
One of the big advantages of this program is 
that you can switch among a lot of tunings 
rapidly, even on a synth that has only one or 
two user tuning tables. If you need to bring 
your own tunings into the mix, that’s no longer 


possible. (We’re told that a companion pro- 
gram will be made available before long on 
which you'll be able to create new tunings 
in the World Music Menu format.) 

Ergonomically, it would be easier to access 
the tunings if they were laid out in the main 
program window itself, rather than being se- 
lected from pop-out menus beside the main 
menus. The window itself is actually empty, ex- 
cept for a decorative graphic. 

We quickly noticed that playing unusual 
tunings on a fixed black-and-white keyboard 
is a bummer. We kept reaching for the pitch- 
bend wheel to inflect a line by gliding from 
one interval to another . . . and at this point 
we hit a grossly huge stumbling block in syn- 
thesizer design: Even a synth that has good 
tuning tables still thinks of its pitch-bend 
range as being measured in equal-tempered 
half-steps! Oh, uncoolness. Oh, puke and a 
half. Why doesn’t any manufacturer let you 
set the bend range as a number of keys in the 
current tuning rather than as an equal-tem- 
pered interval? 

Hmm. Maybe the next version of World Mu- 
sic Menu could include a real-time pitch-bend 
processor. It would have to look at which note 
you're playing, calculate the distance to the next 
higher or lower note, and compress the pitch- 
bend data in a variable way, depending on 
whether you’re bending up or down. . . . Sigh. 
That's the trouble with really cool software. You 
start to think of all the weird and wacky things 
you'd like it to do. 


TRANSPOSITION & MODULATION. 
There’s nothing sacred about Middle C. So it 
makes sense that World Music Menu allows 
you to shift any given tuning to whatever tonic 
you'd prefer. This is done simply by hitting a 
number key on the top row of the computer 
keyboard. The program provides two ways of 


changing the tonal center as it’s assigned to 
the keys: You can transpose, which shifts the 
pitch of the tonic while keeping the keyboard 
layout fixed; or you can modulate, which 
changes the pitch of the drone notes in exactly 
the same way but shifts the assignment of the 
scale to the keyboard. 

The difference between the two is easier 
to hear than it is to explain. Let’s say you’re 
playing a seven-tone (white-key) scale, and 
you decide to modulate up by three steps. The 
pitch assigned to the E key will not change, 
because E (key 3) is the center around which 
the modulation pivots. However, the E pitch, 
whatever it is, will now be the tonic of the 
scale, which means that if you play from F to 
E you'll hear the intervals of the scale in their 
original form. The other white keys may be 
drastically higher or lower in pitch than before. 
Conversely, if you choose to transpose rather 
than modulate, the pitch that was formerly 
sounded by the E key will now be sounded 
by the C key, so that the scale in its original 
form will still be found when you play the keys 
from C to C. 


SELECTION CHAINING. World Music 
Menu includes a feature called “stacking,” 
with which you can create a list of up to 24 
tunings. You can then step through this list, 
either with the computer's page up/down keys 
or with a user-definable MIDI trigger event 


Midi Mail Order Software 
144 W. Eagle Rd. 
Havertown. Pa. 19083 
(USA) 800-321-6434 (CAN) 
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Music quest 2 port SE / MQX 32M 
Music Quest PC Midi Card 

Note 1 +/Note 1 - Laptops & desktops 
We have Mac & Atari Products too !! 


We ship worldwide !! 
FAX 215-896-4414 


(such as a footpedal). 

While useful for quick changes during im- 
provisation, this feature isn’t implemented 
as well as it could be. For starters, there’s no 
way to rearrange the contents of the stack. 
The only way to make a change is to delete 
the whole stack and start over. Also, the stack 
doesn’t contain any information on the trans- 
position of the scale, only the name of the 
scale itself. 


COMPATIBILITY. When you set up World 
Music Menu, you begin by telling it what synths 
you have, and what MIDI channel and/or sys- 
ex ID number each is set to. Before selecting 
a new tuning, you can, if you like, choose 
which combination of synths the tuning will 
be transmitted to. 

World Music Menu can talk to many of 
the current synthesizers that provide suffi- 
ciently powerful tuning tables, including the 
E-mu Proteus series, the Turtle Beach Multi- 
sound card (which is more or less a Proteus), 
the Kurzweil 150 and K2000, and the Yama- 
ha SY/TG77, SY99, DX7II, TX802, TX81Z, 
and VL1. Support for other synths will be- 
come available in the future. Korg synths are 
not supported, because their tuning tables 
allow a maximum of a half-step of deviation 
for each key, which is not enough to accu- 
rately reproduce a number of the scales 
stored in World Music Menu. We think it’s 


lf You Program 
You'll Love DrumTrax! _ 


a shame that some sort of halfway compat- 
ibility with Korg instruments wasn’t added 
to the program. Even if half of the scales gen- 
erated an error message rather than being 
transmitted to the Korg, the musical palette 
would still be significantly enhanced. 

In case you're wondering why your synth 
isn’t in the list above, Nachmanovitch tells us 
that providing tuning compatibility is sometimes 
a lot more complicated than simply typing some 
code into a computer. He’s had to deal with 
a number of obscure problems in the sys-ex im- 
plementations of various instruments, even some 
whose front panels provide excellent tuning ca- 
pabilities. 

We tested the Windows version of World 
Music Menu. The Macintosh version was not 
yet released when we went to press, but we’re 
told it was in the final stages of beta testing, and 
should be available by the time you read this. 


CONCLUSIONS. Experiencing the world of 
alternate tunings has never been easier. We're 
not knowledgeable enough ethnomusicologists 
to judge how authentic the scales in this pro- 
gram are, but they’re sure fun to play. Now if 
only we could get all synth manufacturers to 
include really good tuning tables, let them be 
addressed straightforwardly with sys-ex mes- 
sages, and also (hint, hint) tie the pitch-bend 
depth control into the tables, we'd be jammin’ 
with Pythagoras. —Jim AikinE 
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Not Everyone is a Great Drum Programmer... 
Even the good ones need new ideas and shortcuts. That's why 
so many MIDI arrangers start with the "Real Feel" drum patterns 


from DRUMTRAX. 


Our patterns sound live because many of them are actual 
performances by world class drummers. You'll love the 
convenience of having this library featuring over 4800 measures 
of grooves and fills. All in a variety of musical styles available at 


the click of a button. 


¥ 
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DRUMTRAX takes the tedious work out of producing 
hot drum parts which gets you right to the business 
of songwriting and arranging. Whether 
you're a beginner or a busy pro, 
if you program MIDI you'll love... 


THE DRUM PATTERN LIBRARY FOR MIDI SEQUENCERS 


DRUMTRAX is available for PC, Macintosh and Atari Systems 
For Information & the Dealer Nearest You Call: (617)-387-7581 Fax: (617) 387-1059 
DRUMTRAX, 51Pleasant Street, Suite 218, Malden, MA 02148 
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STEINBERG RECYCLE 
RHYTHM LOOP EDITING SOFTWARE 
(MACINTOSH) 

By Jim Aikin 


OVE ’EM OR HATE ’EM, SAMPLED 

rhythm loops are hot stuff. Pop music 

has always been about finding the per- 
fect hook and then repeating it until the cows 
come home — nothing new about that, we're 
just doing it with new tools. Loops offer some 
other advantages besides making repetition 
easy: They allow songwriters and sound de- 
signers who have never met to collaborate 
on a project by means of a little bit of tech- 
nological wizardry and a simple cash trans- 
action. A sampled loop can include all sorts 
of expressive sound sources that the average 
person doesn’t have access to. And they can 
be a source of inspiration for folks who are 
are still learning the complex skills of arrang- 
ing and mixing. (That covers just about all 


of us, doesn’t it2) 

The biggest limitation of sampled loops, 
of course, is that they’re pretty much set in 
stone. If the tempo or the feel is wrong for 
a given song, the songwriter or producer faces 
an unappetizing menu of choices — change 
the song, find a new loop, tune the loop to 
a new pitch, or try to time-stretch the sample 
to fit. Time-stretching DSP algorithms are get- 
ting better, but they still produce sonic ar- 
tifacts, and even after a loop is time-stretched, 
it’s still set in stone. It triggers from the start 
and plays straight through, the same every 
time — great if what you want is obsessive 
repetition, but not so great if you'd like to 
throw listeners a few curves. 

If you’re familiar with this scenario, you'll 
understand how useful a program like ReCycle 
can be. With ReCycle, a rhythm loop is no 
longer a fixed entity. Not only can you speed 
the loop up or slow it down, you can change 
the feel by editing the timing of certain drum 
hits. You can edit out some of the sounds en- 
tirely and replace them with others, retune 
the snare without affecting the pitch of the 
kick, pan one drum within a loop to a separate 
audio output for some special processing, add 
stuttering effects, juggle the order of the notes, 
or take a smooth-feeling groove and quantize 
it rigidly so that it does the robot stomp. 

But that’s not all. You can derive a groove 
from a sample and then apply it to whatever 
you'd like, even if you don’t own a sampler. 
This program makes it practical for the first 
time to quantize MIDI to audio or vice-versa 
— or to quantize one chunk of audio to the 
events in another chunk. 

Performing this magic is a snap, which is 
exactly the point. ReCycle doesn’t actually 
do anything that you couldn’t do yourself with 


: One size fits all: 
© File Edit Sampler Options Windows (7) iB Steidbers ReCicle 
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PG Music 3 LL Tal age 7 ™ gosat the incredible 
announces... f’owerlracks Pro those 


SEQUENCER/NOTATION/PRINTING FOR WINDOWS (IBM) 


“Solid sequencing at an unbelievable price” Electronic Musician - Sept. 93 music Printout 


PowerTracks is a professional, fully featured MIDI sequencing/notation/printing program, and is so easy to use! 
And we include versions for Windows 3.1 AND DOS so you'll be able to use PowerTracks on all of your machines! 


For starters... PowerTracks has all the Pro features found in sequencers costing hundreds of $$ more. 
PowertTracks Pro 


Pro Recording, Playback, Synch, Edit & Sys-Ex Options: 48 tracks, real/step/punch record, sound-on-sound, MIDI File support, sync 


4 oI 2 fo r Wi nn do W & (SMPTE, Midi Time Code, MIDI) edit (quantize/ cut/ copy/ paste/undo/ data filters/transpose), multi-port support, 480 ppq timebase, sys-ex-editor- 
librarian, patch names, banks & much more. 
PowerTracks Pro JA7/DEMO.MID} ESER 


MUSIC NOTATION: Enter/ecit/display music in standard music notation. Intelligent/automatic features such as: correct beaming/tying of 
notes/minimize rests option/ “Jazz eighth notes” option (this automatically allows jazz swing eighth notes & triplets to be notated properly!!). Reads in 
any MIDI file & displays it as notation!! 

MUSIC PRINTOUT (ON ANY PRINTER!!): Print any track in standard music notation. Selectable staves per page and bars per line. Selectable 
margins and paper size. Portrait or landscape (sideways) printing. Titles, composer, style, copyright information. Make your own lead sheets! You can 
also print the piano roll window for even more detailed analysis of a track! 

Deluxe Windows Interface: Multiple Windows — Staff Roll, Event List, Tracks, Bars, Meter, Tempo, Piano keyboard, Guitar fretboard. 

BUT POWERTRACKS GOES MUCH FURTHER... WITH EXCITING FEATURES NOT FOUND IN OTHER SEQUENCERS! 


v Enter/ print out Chord symbols in Notation s Automatic Drum tracks (100 drum styles included) &% Reads in Chord Symbols from Band-in-a-Box 
6.0 MIDI files Patch caching for Gravis Ultrasound & Comprehensive support for Guitar (on-screen guitar, tab printout) & Built-in Roland Sound 
Canvas Editor &% On-screen piano and guitar show notes as they're played & Pro MIDI files included 


a) Tracks ReksH 
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Our customers love PowerTracks!! Here are some actual comments from customers... 
"Killer software" "Unbelievable" "Intuitive and powerful" "Best MIDI program on the market" “I love the notation" 
"Incredible features & easy to use" "Other packages just don't compare" "Totally unbelievable — I love it!" 


POWERTRACKS FOR DOS VERSION INCLUDED FREE 
Yes! We include the DOS version for free in the same package. REQUIREMENTS: PowerTracks for Windows - Windows 3.1, IBM Compatible AT, 386 or higher, 2mb RAM, Supports any device compatible with 
NOTE: The DOS version doesn't support music notation, Windows 3.1 including Roland MPU401, Music Quest MQxX interfaces, Key Electronics MIDIATOR, SoundBlaster, AdLib, TurtleBeach, etc. 
or other graphical features. PowerTracks for DOS - DOS 3.3 or higher, 640K, XT/286/386 or better. MIDI interface (Roland MPU401, Music Quest MQX series, SoundBlaster MIDI 
EXISTING POWERTRACKS USERS CAN UPGRADE TO and FM sounds, Midiator, Roland SC7, Yamaha TG100) or Adlib/SoundBlaster compatible sound card. 


POWER ACRE ORO 22 FON GE STO From PG Music... [he makers of The Jazz Guitarist, Band-in-a-Box, The Pianist, The Jazz Pianist 


For your PC Soundcard or MIDI system © Phone orders: 1-800-268-6272 or (905) 528-2368 VISA/MC/AMEX/cheque/mo/po# Fax (905) 628-2541 
All for the amazing price of... e-mail address — Internet: 75300.2750@Compuserve.Com 


+ $5.00 Shipping & Handling per order ($10 outside USA/Canada) = : 
30 DAY Unconditional MBG PG Music Inc. 266 Elmwood Avenue Suite 111 Buffalo NY 14222 


PG Music announces... An Exciting New Music program for Windows, Macintosh & Atari! 


The New Orleans Pianist” 


This software makes it “too easy” to be a great New Orleans pianist! 


2 The New Orleans Pianist is a music program with a huge library of over 65 “New Orleans Style” piano music 
Ldbdedbddlsddbbd!oidibud?dbdlbbdl dbdlbbd standards, played on MIDI keyboard by top New Orleans pianists Henry Butler, Jon Cleary, Tom McDermott, Joel 
i RS & & Eres Gee EPCS ee Simpson & David Torkanowsky playing a wide variety of New Orleans, R & B, Blues & Ragtime piano music. 


The Pearls was written by Jelty Roll Morton. Written KR 


in 1919 and dedicated to a waitress at the Kansas INCLUDES: music trivia questions, “Guess the Song” game, program notes, pianist biographies (all on disk) & much more! 


City Bar in Tijuana, this is one of Morton's most 
admired werks. When Morten considered this piece 
difficult he was referring less to its technical 


challenges than to the aesthetic task of making its LEARN HOW TO PLAY THE MUSIC: An on-screen piano keyboard shows you exactly what the pianist is playing. Slow down the piece, or step through 
eee on ee ae it chord by chord. Learn the music “note-for-note” by watching the notes on screen. Load the MIDI files into your favorite programs for future study! 
PROFESSIONAL PERFORMANCES & CD-QUALITY: All pieces are complete performances professionally performed, recorded & saved as 
Standard MIDI files. All the pieces have been recorded in “real time” by top pianists on an 88 note weighted keyboard. They are never quantized or step 
recorded. You'll hear the music playing with CD quality through your sound card or MIDI system, just as if the pianist was in your home. 

ON-SCREEN MUSIC NOTATION, CHORD SYMBOLS & MUSIC PRINTOUT OF THE PIANO PARTS (WINDOWS VERSION ONLY!) 


OVER 65 FAMOUS NEW ORLEANS PIECES INCLUDING... St. James Infirmary, When the Saints Go Marching In, Down by the Riverside, Burnt 
Mouth Boogie, Creole Lament, King Porter Stomp, The Pearls, Bogalusa Strut, My Bucket’s Got a Hole In It, John Brown's Body, Margie, Charleston Rag, 
Maple Leaf Rag, The Entertainer, Raise the Rafters, Dirge for James Black and many more.... 


BACKGROUND PLAYBACK: Listen to the music while you work in other programs. The built-in Juke Box plays the music one song after another. Use 
the program for great background music, music for presentations, telephone on-hold, etc. 

SPECIAL SUPPORT FOR SOUNDCARDS & MIDI SYSTEMS: includes a built-in mixer to change instruments, channels, transposition, volumes, 
panning, tuning or other MIDI information. 

TRIVIA & GUESS THE SONG GAMES: Have some fun while you leam about New Orleans piano music. Test your knowledge with the Music Trivia 


Game (over 200 questions about the music, famous New Orleans performers & composers). In the “Guess The Song” game, the program 
plays songs at random for you to guess. Read memos about the pieces, or composer biographies as you listen. 


For your 


UNCONDITIONAL 30 DAY : seme oe All for the amazing price of... EXE} + 5/4 | 
MONEY BACK GUARANTEE afore Poi Po Méaie 1S4/ Cara 


“B Phone orders: 1-800-268-6272 or (905) 528-2368 
VISA/MC/AMEX/cheque/mo/po# Fax (905) 628-2541 


e-mail address — Internet: 75300.2750@Compuserve.Com 
PG Music Inc. 266 Elmwood Avenue Suite 111 Buffalo NY 14222 


REQUIREMENTS: MACINTOSH 2mb memory, system 6 or 7, MIDI interface + synthesizer/ module with guitar, bass, 
drums sound; 2mb hard drive space required. WINDOWS (IBM) 2mb RAM memory, Windows 3.1, SoundCard 
(Roland, SoundBlaster, etc.) or MIDI system with guitar, bass, drums sound, 3.5" or 5.25" high density floppy disk, 
2mb hard drive space required. ATARI 1040ST/TT/Falcon with floppy disk drive, mono or color. 


STEINBERG RECYCLE 


your sampler’s and sequencer’s editing com- 
mands, but it does in five minutes what 
would otherwise take an hour or more — 
and it does it perfectly, with no guesswork. 
The process is limited in several ways, so 
probably we shouldn't call it magic, but it’s 
definitely snazzy. We need to make one lim- 
itation explicit, for the benefit of those who 
are new to this type of technology: ReCycle 
operates strictly in the time domain, not in 
the frequency domain, so it can’t split apart 
events that occur simultaneously. Thus, to 
use the example mentioned above, you can 
retune the snare drum without affecting the 
kick only if the two never fall on the same 
beat. 

Our review was written using a last- 
minute beta-test version of ReCycle — not 
our normal policy, but we wanted to let mu- 
sicians know about this unusual product as 
quickly as possible. Long before you read 
this, ReCycle should be shipping, but we 
can’t provide information about any bugs that 
may remain in the shipping version. All we 
can tell you is that the beta version was real 
solid except for a couple of obvious details 
that were not yet cleared up. 


OVERVIEW. ReCycle performs, in an in- 
tegrated fashion, four basic tasks. First it loads 
a sample file, either from the Macintosh hard 
disk or over SCSI from your sampler. Presum- 
ably, this file contains the audio that you want 
to loop. Second, it looks for peaks in the au- 
dio waveform and makes some educated 
guesses about where the beats are in the 
loop. It doesn’t require a huge sharp peak 
to find a beat, only a place where the am- 
plitude rises noticeably. (In fact, we’re told 
that the analysis algorithm doesn’t just find 
peaks; it’s more sophisticated than that.) If 
you don’t like the program's guesses, you're 
free to edit the beat markers, adding new 
ones of your own and hiding some or all of 
the existing ones. 

Third, it splits the wave file into a number 
of separate chunks based on the positions of 
the markers (also known as “slice points”), 
and transmits these chunks to your sampler 
as separate samples. Along with the individual 
samples, it creates and transmits a program 
(keymap, envelopes, etc.) for the sampler that 
assigns these samples to the keyboard. Finally, 
it creates a Standard MIDI File that, when 
loaded into any sequencer, will send note- 
ons to the sampler in such a way as to trigger 
the individual samples in order. When this 
MIDI File plays back, the sound coming out 
of the sampler should be virtually identical 
to the original loop, even though the sound 


is now coming from a number of separate 
“time slices.” 

As Sherlock Holmes said, the process ap- 
pears childishly simple once the logical steps 
are explained. 

The one baffling limitation of the program 
is that it works only with mono soundfiles. 
Considering how likely musicians are to want 
to use stereo loops, this is a major bummer. 
Steinberg tells us they’re working on adding 
stereo support, but they had no information 
on when it might become available. Another 
significant flaw is that currently only two sam- 
pler families are supported — Digidesign Sam- 
pleCell | and Il, and the Akai 3000 series 
(S2800, $3000, $3200, and CD3000). This 
is a little like building a screwdriver that only 
works on brass screws, not steel or other alloys. 
We sure hope Steinberg dives in and supports 
all of the usual suspects. Because of the nature 
of ReCycle, just supporting Akai sample files 
won't do the trick, even though they can be 
read by other samplers. Full support of pro- 
gram parameters is virtually a necessity. 

If you've got the right sampler, you'll be 
cooking with gas in no time. We installed 
ReCycle on a Centris 650 with SampleCell 
Il, a Digidesign Audiomedia II card, and 
Steinberg’s Cubase sequencer. Running all 
three concurrently, we sucked a few loops 
off of OSC’s Poke in the Ear with a Sharp 
Stick II CD and tormented them unmercifully. 
In the absence of a Sound Manager 3.0 com- 
patible sound card, ReCycle will play back 
its files with eight-bit resolution through the 
Mac’s internal speaker, which is good enough 
— just barely — to hear what you’re doing. 
We're told that if your Mac handles 16-bit 
audio, ReCycle will support it. (Also, speaking 
of compatibility, a Windows version is in the 
works.) 


OPERATING RECYCLE. The program 
opens up a single window, in which the loop 
waveform is displayed. Zooming in or out 
on this waveform is a total breeze: Drag on 
a little control in the lower left corner, and 
the waveform “telescopes” in real time. To 
fill the window with the region of your 
choice, command-drag across it. To move 
the region, drag on the dotted rectangle in 
the waveform overview strip. 

At the right side of the window is ReCy- 
cle’s main control slider. Labelled “sensitivity,” 
this slider determines how closely the pro- 
gram will look for peaks in order to slice the 
loop up into shorter regions. With lower sen- 
sitivity settings, a loop may be sliced into only 
two or three large regions. As you move the 
slider up, more slice markers will appear, un- 
til dozens are visible. 

Obviously, there’s a playback button for 
listening to the whole loop. In addition, once 


the loop has been sliced up you can click on 
any segment to hear it play once by itself. This 
makes it quick and painless to tell whether 
the program has found the correct beats. De- 
pending on whether the loop is made up of 
well-separated drum hits or a more or less con- 
tinuous roar of sound, ReCycle may split some 
single beats apart, or leave some adjacent 
groups of beats glued together. With a live en- 
semble, some of the percussion hits may be 
a bit before the metrical beat, and these may 
be read as false “beats.” 

For best results, the manual recommends 
setting the sensitivity a bit higher than nec- 
essary and then using the Hide tool to elim- 
inate the excess slice points within a given 
beat. “Hidden” slice points are still visible; 
they appear as small triangles above the 
waveform, while unhidden points are larger _ 


triangles. A hidden point can be unhidden © ~~ 


with the same tool. Points can be grouped 
and hidden as a group, which is handy. 

With a Pencil tool, you can insert new 
slice points wherever you’d like. Individual 
slice points can also be locked; this allows 
you to set the sensitivity quite high in order 
to find the points you need, lock them, and 
then drop the sensitivity back down to clean 
up the screen. 

Slice points are never actually deleted, 
which seems a bit odd but may make sense: 
Since most of the points are located by the 
software, not by the user, what would happen 
if you deleted one and then raised the sen- 
sitivity setting? Should the same point be lo- 
cated a second time, or not? “Deleting” or 
“not deleting” is irrelevant with respect to 
the points found by the program, since these 
points are located instantaneously. More to 
the point, the points you insert yourself aren’t 
deleted either, so they'll clutter up the screen 
every time you raise the slider. 

A related peculiarity: ReCycle has no 
command for saving its own files. There’s 
nothing in a file except a collection of slice 
points, so maybe there’s no need to save it 
... but let's say you’ve customized an audio 
segment by adding a lot of your own slice 
points, and saved the results in SampleCell 
format. If you should later want to substitute 
a different sampler for SampleCell, you'll 
have to construct a program for that sampler 
yourself, and then transmit the audio files to 
it one at a time, because there’s no way to 
recover your original work in ReCycle. An- 
other scenario in which saving a file would 
be helpful: If you could create a set of slice 
points for the left half of a stereo file, save 
the points, and then load them and impose 
them on the right half of the file, you’d have 
a quick workaround for stereo file handling. 
ReCycle won't perform this trick. 

We noted one problem with the Pencil 


SEPTEMBER 1994/KEYBOARD 131 


STEINBERG RECYCLE 


tool: There is no command for auditioning 
a slice of audio starting at the current po- 
sition of the pencil. As a result, you have 
no way of knowing whether or not the pencil 
is at the right spot to insert a new slice point. 
In order to find out, you have to actually in- 
sert the point and then click on the segment 
following the point to audition it. If you 
didn’t position the point correctly, you can 
hide it, but you can’t delete it, so a file could 
conceivably get quite cluttered with useless 


user-inserted slice points. Also, it would be 
useful with some types of material to be able 
to slide slice points (either our own or those 
located by the software) forward or backward 
manually. This is not possible; all you can 
do is insert a new point and then hide the 
existing one. 

Well, what the heck. This is version 1.0. 
It takes care of business just fine, though not 
always as elegantly or thoroughly as you 
might prefer. 


STRE-E-E-ETCH. As handy as it is to be able 
to slow down a sampled loop by adjusting 


KEYBOARD DEALER OF THE YEAR 1993 


65 Years Of Excellence! 


Keyboards, Digital Recording, Multitracks, Processors, Software, Digital Pianos and 


Accessories. All Major Brands New and Used. Trade-Ins Welcome, Worldwide Delivery. 
Price Quotes & Orders Via Phone, Mail or FAX, 24 Hours A Day, Seven Days A Week! 
All Major Credit Cards = COD = Wire Transfer = No Sales Tax (Except In Conn.) 

‘Si, Hablamos Espafiol! = Family Owned Since 1929 
20 Bank St. New London, CT 06320 USA 


CALL TODAY 203-442-9600 
FAX 203-442-0463 
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the tempo of a sequence, you may be won- 
dering what happens to the audio in this sit- 
uation. Won't the slices between segments 
become yawning empty gaps? Won't any 
continuous background ambience in the loop 
get chopped up by a digital chainsaw? 

ReCycle has a procedure for reducing the 
impact of this problem — or eliminating it 
entirely if the slowdown is only a few bpm. 
First, you select an amount by which you ex- 
pect to stretch the tempo; this amount can 
be adjusted between 5% and 100% in 5% 
or 10% increments. The stretch amount is 
then used to actually lengthen the sample 
slices: Each slice starts at the selected point 
(which corresponds to the beat), but its tail 
is extended. 

We naively expected that this would be 
done by grabbing the audio at the start of 
the following slice, which would be trés un- 
desirable, because it would create flams on 
the beats. Fortunately, we were dead wrong. 
Slices are not stretched by overlapping the 
following slices. Instead, new audio material 
is derived by copying part of the decay por- 
tion of each slice (where, presumably, there 
is little going on that’s of any rhythmic in- 
terest) and playing it backwards. It’s back- 
wards for the same reason a back-and-forth 
loop is usually used — to minimize the au- 
dibility of the transition from the original 
material into the added, backwards audio. 
The backwards audio fades out smoothly 
to silence, so even if there isn’t enough 
smooth decay to fill the gap, you won't hear 
a sudden chopped-off effect. How well this 
process works depends, naturally, on the 
audio source material. 

If you're speeding up a loop, the note- 
offs in the MIDI file will prevent overlap 
by truncating the slices on playback, so 
there’s no need for ReCycle to shorten the 
slices in the audio domain. If you only plan 
to shift one slice (a snare hit, for example) 
forward or backward to change the feel of 
the loop, you'll need to use the stretch com- 
mand to avoid creating a gap — and the 
command is global, so a small amount of 
sampler memory will go to waste because 
all of the other slices will also have stretch 
material tacked onto the end. This is not 
a big deal, however. 


TOOLS TO MAKE LIFE EASIER. Several 
other utilities are worth mentioning. For 
starters, you can set the start and end points 
of the loop to trim off unwanted material. 
If you've already created some slice points, 
the loop markers will “snap” to these, which 
will usually make it easier to get a loop that's 
a whole number of beats long. 

ReCycle can normalize the gain of the 
slices before transmitting them to the sampler, 


which could be useful (at least if you’re start- 
ing with clean source material) for getting 
the best signal-to-noise ratio from your sam- 
pler. On the other hand, normalizing will 
usually destroy the dynamic relationships 
among the slices in the loop, because softer 
hits will get louder. It might be interesting 
if the next version of the program attempted 
to compensate for this by giving reduced ve- 
locities to the MIDI notes whose samples 
have been normalized. At present, ReCycle’s 
MIDI Files contain only velocities of 127. 

If you know that you want to substitute 
another sound for one of the sounds in the 
loop, you can instruct ReCycle to create a 
“silent” slice. At this point there’s a fork in 
the path. You can transmit the whole loop 
to the sampler as a single file, or transmit it 
normally with each slice in a separate file. 
In the former case, the selected portions of 
the loop are indeed silenced, allowing you 
to substitute a new sound. The loop will still 
be at its original tempo, but it will have gaps. 

In the latter case, where the slices are sep- 
arate entities, it seems to us that the feature 
is implemented backwards. What we would 
expect would be that the note that would 
ordinarily trigger the silent slice would still 
be present in the MIDI File, but that the sam- 
pler’s keygroup would be assigned no sample 
for that key. This would allow you to map 
whatever sample you'd like (a new snare, for 
example) to the appropriate key in the sam- 
pler, using a keygroup that was already laid 
out for you in the sampler’s program, and 
also to retain the timing of the event. What 
ReCycle actually does, however, is send the 
slice to the sampler as usual, while deleting 
the corresponding MIDI note from the MIDI 
File. This scheme gives you the worst of both 
worlds: The unwanted slice is occupying 
sample memory, but the timing of the event 
is no longer available in the MIDI File. The 
slice has become silent only because it is no 
longer being triggered by the MIDI File. As 
a workaround, what you have to do is ignore 
the “silent slice” feature and delete the un- 
needed audio material after ReCycle trans- 
mits it to the sampler. 

If you'd prefer to change some of the set- 
tings on the program that ReCycle sends to 
your sampler, you can load a new default 
program into ReCycle as a template. The pro- 
gram also includes a “new tempo to pitch” 
command. This adds a tuning offset to the 
program transmitted to the sampler. Combine 
this with the tempo setting that’s embedded 
in the MIDI File, and you get much the same 
effect you'd get if you sped up or slowed 
down the loop the old-fashioned way, by tun- 
ing it up or down. 


CONCLUSIONS. If you use sampled 


rhythm loops, and if you own a Macintosh 
and one of the supported samplers, you will 
absolutely love ReCycle. No kidding. It’s 
quick, it’s slick, it'll fix your mix. The simple 
but effective way it extends portions of the 
loop so as to allow you to slow down the 
tempo is nothing short of brilliant, and its 
ability to find the beats in a loop is maybe 
not perfect but surprisingly well developed. 
Need to quantize one audio segment to an- 
other? Bam, it’s done. Best of all, you don’t 
need an engineering degree to run the pro- 
gram. Tell it what sampler you’re using, ad- 
just one slider on the screen, and you're 90% 


Change the 
course, of 


of the way home. 

The downside is undeniable: The program 
ought to support a lot more samplers, and 
its inability to handle stereo audio files will 
be a giant stumbling block for many users. 
Certain features could also use a little fine- 
tuning. The “silent slice” setup seems back- 
wards to us, and we'd like to be able to slide 
the slice points around manually, as this 
would often be more convenient than insert- 
ing new ones. Even in its present form, 
though, ReCycle makes both audio and 
rhythm more malleable than ever before. And 
that ain’t half bad. E 


music history. 


Hearing loss has altered many careers in the music industry. 


H.E.A.R. can help you save yours. A non-profit organization 


founded by musicians for musicians, music fans and other music 


industry professionals, H.E.A.R. offers information about 


hearing protection, testing, and other information about 


hearing loss. For an information packet, send $10.00 to: 
H.E.A.R., PO. Box 460847 San Francisco, CA 94146 


or call the H-E.A.R. 
24-hour hotline 
at (415) 773-9590. 


HEARING EDUCATION AND AWARENESS FOR ROCKERS 


Musicians speak out about hearing loss. A video made exclusively for H.E.A.R.., 
"Can't Hear You Knocking" spotlights the dangers and effects of hearing loss. 
Featuring Ray Charles, Pete Townshend, Ted Nugent, Lars Ulrich and many 
other musicians and music industry professionals. It's available for $49.95. 
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Before you buy 
an electronic drum kit, 


THIN. 


Can it lay down realistic drum tracks 
without the use of cumbersome 
individual trigger pad setups? 


It can if it’s a trapKAT, the new studio standard in 
electronic drum kits. trapKAT has a big, ergonomic 24 
pad playing surface. It sets up fast, so you spend 
more of your studio time playing. 
trapKAT’s gum rubber and FSR playing surface 
responds.to pressure, adding realism and expres- 
sion to percussion tracks. It accommodates 
complex, multi timbral setups, and the intuitive 
interface and 2 line display make editing the 24 
kits quick and simple. 
So before you buy just any electronic drum 
kit, think again. And this time, think trapKAT. 


Kal 
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N ANY GIVEN MONTH, I GET TAPES 

from players who've switched from their 

main instruments to keyboards. John Bals- 
baugh, for instance, is a guitarist who recently 
discovered the Korg 01/W.p, while Fritz Mar- 
tin is a bassist who picked up plenty of studio 
experience as a session player for Maloco 
Records, a gospel label based in Missisippi, 
as well as live credits with the Dallas-based 
jazz group Talk Of Rain. 

Not that this month’s Discoveries have 
abandoned their roots. Balsbaugh looks for- 
ward to getting a guitar synth to better take 
advantage of his synth’s multitimbral pos- 
sibilities. And Martin has integrated his bass 
playing into some of his keyboard projects. 
On his 1992 CD Cardboard Nimbus (avail- 
able through Parallax Records), this approach 
lets him make full use of synth colors while 
preserving the hands-on feel of a live bass 
player. Sliding to and fro around the down- 
beat, the bass gives Fritz’s rhythm a liquid 
feeling. Subtleties of articulation, such as 
glissandi and vibrato, enliven the music from 
the bottom up. He also spices up the struc- 
ture by turning it upside down, with bass 
solos and melody lines; airy textures and 
jazzy licks on the keys add up to a pleasing, 
smart, and relaxed new age sound. 

Balsbaugh, on the other hand, starts with 
driving rather than floating rhythms. “I get 
that from my rock background,” he reports. 
“Drums really have an important role there, 
and that stayed with me. In fact, my first MIDI 
instrument was a Yamaha RX7.” Sharp, ever- 
shifting drum patterns bring his tape dream 
escape (available directly from the artist) clos- 
er to rock, with some prog overtones. Details 
change throughout, sometimes quite sudden- 
ly, but generally the mood remains dark, 
brooding, and reflective. The style covers, 
and in some ways transcends, everything 
from fist-pumping rock and roll to dreamy 
new age lullabies. 

For Balsbaugh, the move toward key- 
boards began when he enrolled in the Ohio- 
based MIDI Workshop program. “That,” he 
says, “pushed me over the top. | had gotten 
into some clichés with the guitar, and the key- 
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FRITZ MARTIN 


Style: new age, contemporary classical. Age: 
35. Influences: Josef Zawinul, Elliot Carter, Pat 
Metheny, composition teacher Larry Austin. 
Main Instruments: Roland D-50 & Super 
Jupiter, Casio SC-1, Oberheim Xpander. 
Contact: Parallax Records, Box 116387, Jack- 
son, MS 39387. (601) 353-7505. 


JOHN BALSBAUGH 


Style: new age electronic, rock, film music. 
Age: 25. Influences: Kiss, Randy Rhoads, 
Yngwie Malmsteen, Van Halen, 

Michael Hedges, J. S. Bach. 

Main Instrument: Korg 01 /Wep. 

Contact: 4580 Londonderry Rd., #B79, 
Harrisburg, PA 17190. (717) 671-0192. 
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boards gave me a break.” 

Martin’s cure for clichés came in the form 
of study for a Ph.D. in composition at North 
Texas State University. “Knowing the theory 
enhances what is available to me musically 
and keeps me away from clichés. | use the 


‘ed 


theory as a too 


Peo Vac 


Although academic music seems to lie 
a long way from gospel sessions, Dallas jazz 
clubs, and new age recordings, Martin in- 
sists that “it all comes together in my cre- 
ativity. Everything | do in music is just an 
expression of myself, so all those elements 
meet there.” E 
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Titus Levi, founder of the California Outside Music Association, spends his free time struggling through graduate economics courses at U.C. Irvine. If you'd like to appear in 
Discoveries, send a cassette of your best material (full name, age, style, influences, performance credits, future plans, and equipment), a publishable phone number and address 
at which readers may contact you, and a clear black-and-white photo of yourself with your keyboard setup. Photos should be labelled with your name and the photographer's 
name and address. All styles of music will be considered. Due to number of submissions, material cannot be returned, and applicants will not be contacted unless accepted. 
Send all correspondence to Titus Levi, 5135 Hanbury St., Long Beach, CA 90808. Titus also invites Discoveries alumni to keep in touch with news about career advances, and 
would like to hear from more artists who use non-keyboard triggering devices or interactive computer software. 
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O MANY PEOPLE | KNOW WITH 
&, MIDI studios are on a quest for the per- 

fect sampled string section, the quin- 
tessential trumpet, or the ultimate flute. Al- 
though | am more interested in using samplers 
and synthesizers to create new and unique 
sounds, | have also put together a silicon or- 
chestral simulation for certain projects, both 
my own and those of other composers | work 
with. But a recent project turned all of that 
around for me. | got the opportunity to com- 
pose and record my first score for a real, bona 
fide orchestra — a room full of women and 
men with expensive instruments and a bunch 
of black dots on paper in front of them. My 
job? Those black dots! 

So what qualifies me, the synth and sample 
guy, to write for orchestra? Nothing! Well, al- 
most nothing. As a music student, | played in 
some orchestras and classical ensembles (flute 
and piccolo), and studied composition, or- 
chestration, and conducting. Some of those 
skills languished while | pursued my interests 
in higher technology. Now was a chance to 
dust them off, clean away the cobwebs, and 
do something in a more traditional setting. | 
turned my sequencer on. 

Orchestrally, | had a specific palette to work 
from, based on the main theme music for The 
Critic — strings, woodwinds (featuring clarinet 
solos), French horns, trombones, and a stan- 
dard rhythm section of piano, bass, and 
drums. After watching the video of the show, 
| added two trumpets and an accordion to 
the roster, since parts of the show had some 
Cuban and Hispanic elements. | loaded all 
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these sounds into my samplers, along with 
some added Latin percussion. | decided that, 
given the short time I’d have to record the or- 
chestra, | would do the percussion and electric 
bass myself. (Besides, those parts are really 
fun to do!) Now | had the sonic template for 
the whole show all ready at the touch of a 
key. | also set up a track template in my se- 
quencer, so that each cue was laid out the 
same, named by instrument, whether | used 
every instrument in the cue or not. 

Next I enlisted the services of a top-notch 
orchestrator to assist me in the transition from 
sequencer to score paper. Because of the severe 
time restrictions involved, most composers 
working in film and television today use an 
orchestrator. The orchestrator also brings special 
expertise to the project. While some people 
may look down on this, | see it as just another 
collaboration — the orchestrator fulfills the vi- 
sion of the composer and when possible will 
embellish it, just as a good musicians in a 
rhythm section might. 

I'd known Bruce Fowler (trombone player 
with Zappa and Beefheart in his former life) 
for many years, but we had never had the op- 
portunity to work together. Now was the time. 
While Opcode Vision 2.0, the sequencer | 


use, Can print out score and parts, there is a 


great deal of essential detail that is needed 
in an orchestral score that gets left out, such 
as dynamics and articulation markings. Bruce 
could also give me much-needed suggestions 
about string or wind voicings, and ensure a 
good sound from the group. As | was se- 
quencing (or “composing,” as it used to be 


called), | always kept in mind that the end 
result would be quite different once the real 
orchestra played the parts. 

| got the videotape late on a Sunday night, 
and the recording session was already sched- 
uled for the following Thursday morning. In 
that time | had to write all the music, get it 
approved, hand it over to Bruce so he’d have 
enough time to do the orchestrations and send 
them off to get copied, record my timecode, 
clicks, and synth percussion parts to 24-track 
tape (along with a scratch of the demos), and 
then show up at the orchestra session at 8 A.M. 
on Thursday. Time to push some buttons. 

The first big surprise came on Monday, 
when | spoke to the show’s producer for the 
first time. | asked when someone would be 
by to listen to the cues and approve them. He 
said, “Oh, we'll just all come to the recording 
session. See you Thursday!” Yikes. I’ve never 
done a recording where the music wasn’t com- 
pletely approved before the final recording. 
That’s what synths are for. (Well, not really, 
but they are sure handy for that sort of thing.) 

Writing the music was a blast. | used bits 
of the theme and integrated it into several cues. 
One of the recurring bits in The Critic are the 
vicious little parodies of popular films, and this 
episode was filled with them. A “trailer” in the 
style of Spike Lee’s Malcom X for the movie 
Malcom F (about Malcom Forbes), a cross be- 
tween Terminator 2 and the classic French film 
The Red Balloon (called The Red Balloon 2 
— The Balloon’s Revenge) starring Steven Sea- 
gal, a Mel Gibson action movie, and so on. 
These had to be real parodies musically as well, 


Ex. 1. The sequencer’s rough printed output for one short cue. Ex. 2. The cue from Example 1, as orchestrated by Bruce Fowler. 
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which means they had to be played very se- 
riously and just a little over the top. Since I had 
only a smallish orchestra (20 strings, 6 brass, 
5 winds) to record what needed to be a huge 
score, | wanted to embellish those cues with 
a dollop of pre-recorded synths. 

On Tuesday, | had Bruce Fowler over to give 
him the first half of the music. We went 
through each cue: | played him my synth 
demo, told him what | was going after (tender, 
scary, triumphant, etc.) and we discussed some 
orchestral options. For the most part, my 
demos were exactly as | wanted them played 
by the orchestra, which made his job pretty 
easy. | gave him a cassette with my demos. 
Each cue was slated with the cue number and 
title. | recorded the click along with the music, 
so Bruce could discern the exact rhythms on 
sections that might be loosely performed or 
where the tempo makes sudden changes. 

| took advantage of the sequencer’s notation 
capabilities and gave Bruce a printout of each 
cue. Anyone who's used a sequencer with tran- 
scription capabilities knows that they all require 
some amount of “tweekage” to get them to 
look like standard music. Since | was not quan- 
tizing most of the parts, the transcriptions were 
pretty rough, but they did what was needed 
— they gave Bruce an approximation of the 
score, and accurately showed all the pitches 
in the music. The example on page 135 is a 
short cue, both the computer printout (Example 
1) and what Bruce did for the orchestra (Ex- 
ample 2). The combination of rough score and 


decent demo tape, along with our brief chats, 
gave Bruce everything he needed. Off he went 
and left me to write the rest of the music. 

On Wednesday | finished the writing. Bruce 
came and picked up the last of the music. 
Now | had to prep tapes for the session the 
next day. | checked with an engineer at the 
scoring studio and got the specs on how to 
record my part of the score (tape brand, speed, 
where to put code and clicks, etc.). | rented 
a standard reel-to-reel 24-track machine and 
had it delivered to my house. It wouldn’t fit 
into my studio, so it remained in the kitchen, 
and | fed lines to it from my studio. | recorded 
tones for alignment, SMPTE timecode for lock- 
up to picture, clicks for the musicians, scratch 
mixes of all the music, bass, drums, and per- 
cussion, and some separate sampled strings 
for the bigger cues. We finished tracking 
everything at about 2 A.M. on Wednesday 
night. | had to be at the studio at 8 A.m. the 
next morning. | got a little sleep and then 
headed over to the studio, which was only 
about 15 minutes from my house. 

So how did the session go? Tune in next 
month for the exciting details. Until then, 
remember: Ain’t nuthin’ like the real thing, 
baby! E 


Jeff Rona is a composer, synthesist, writer, and 
educator in Los Angeles. He was chairman 
of the MMA for five years, and is currently co- 
ordinator of the UCLA Extension electronic 
music program. 
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detailed investigation of the contents of 

the old Bill Bruford tune “Beelzebub,” 
but rather than deconstruct each individual voic- 
ing, I’d prefer to look at some of the general 
techniques of composing with chords, and point 
out how they are applied in this venerable sa- 
tanic favourite. The first technique is the altered 
bass note. As you know, chords may be played 
over a variety of bass notes, and the resulting 
voicings are codified as “x over y bass” — for 
example, C over E bass, F# over B bass, Ebm7 
over Ab bass, etc. A very simple form of this 
is shown in Example 1, where our hardworking 
friend the C major chord is hammered out over 
a descending bass line, giving rise to a series 
of altered bass note voicings. The third chord, 
though technically and contextually a “C over 
A bass” voicing, contains all the elements of 
an A minor 7 chord, and sounds so thoroughly 
minor that Am7 is the only appropriate name. 
The last chord, C over F bass, is a very strong- 
sounding voicing whose tonal ambiguity can 
be very useful for composition. We can com- 
plete the scale of descending bass notes by the 
movement shown in Example 2. Classically 
trained musicians will be used to seeing the 
Cover E bass chord described as “C 1st inver- 
sion,” but | prefer the simpler modern name. 
The Cover D chord may seem, in this context, 
a little sonically pointless, but it can be a useful 
pivot point for chordal movements such as the 
one shown in Example 3. 

There are five more permutations of “al- 
tered bass note” chords in the key of C major, 
all with black-note roots, and these you can 
see in Example 4. The first chord, C over Bb 
bass, is a somewhat tense-sounding affair with 
a strong classical pedigree, which can often 
be heard in movements such as those in Ex- 
ample 5. These movements, known as “res- 
olutions,” have a strong musical logic, but are 
so predictable that my own resolution is to 
avoid using them. . . . However, to keep every- 
one guessing | might occasionally “resolve” 
a C over Bb bass chord thusly: 


BL ie: MONTH I PROMISED A MORE 
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| suppose this is the harmonic equivalent 
of answering a question with a question! 

What about the remaining four “C over 
black note” chords? Are they an interesting 
challenge to our received diatonic notions, 
or merely a useless, ugly noise? (Answers on 
a postcard, please, to Dave Stewart's Institute 
of Harmonic Research, Antarctica.) The jazz 
rock guys of yesteryear clearly plumped for 
the former view, as their tunes were full to 
bursting with such voicings. You know the 
kind of music | mean? It sounded like what 
you see in Example 6, and was usually played 
on Fender Rhodes over a backdrop of skit- 
tering, hi-hat-heavy drums under a barrage 
of tortured, piercing lead guitar playing in the 
highest register possible. Not my favourite 
compositional style, but at least the ’70s fu- 
sioneers were prepared to push the harmonic 
boat out a little. UK, a British (natch) group 
of this period led by keyboardist Eddie Jobson, 
actually opened one of their compositions 
with a fortissimo rendition of this chord: 


This always struck me as a weird choice 
for a band so intent on producing “commer- 
cial” music. Still, | enjoyed it, and if you open 
your ears a little, all these voicings are mu- 
sically feasible. If some of them strike you 
as stark and brutal, consider Example 7, 
where the tension of each “C over black 
note” shape is released by a movement to 
a more sweet-sounding chord. In Examples 
7b and c, the C over Gb and C over Dh voic- 
ings are softened by adding a Bb (a seventh) 
to the C major chord, which bridges the gap 
and provides a point of contact between the 
right-hand chord and its left-hand bass note. 


Dave Stewart and Barbara Gaskin are Rykodisc 


recording artists. Mail your queries/eulogies/ 
death threats to Dave and Barb c/o Broken 
Records, 18 Yeomen Way, Hainault, Ilford, Essex 
IG6 2RN, England. 


INSIDE THE MUSIC 
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CHORD VOICING & COMPOSITION 1 


Even Eddie Jobson’s shocking opener can be 
softened in this way: 


C/Eb7 


Adding a 7th (D}) to the & root of a “C over 
FL” chord transforms the once savage shape 
into a tame, almost cabaret-style voicing. 
However, Trent Reznor-type players (if they 
use chords at all) will prefer to keep angst 
at a maximum by pounding out undiluted 
versions like this: 


Good luck to them (and hard luck to their 
neighbours). 

Our heads spinning with all this insider 
knowledge and conflicting opinion, we can 
now re-examine three bars of “Beelzebub” 
(Example 8) and notice immediately that 
chords with altered bass notes abound. For 
the most part, the right-hand chords. are sim- 
ple major triads, though the first chord sub- 
stitutes a 9th (G) for a major third (A), and 
chords 5 and 6 add a “sus 4” to the triad. 
If anyone out there prefers to call chord 6 
“Cm76,” they will get no argument from 
me, for the same reasons given in paragraph 
one with respect to the Am7 chord... . 
Keen-eyed music students will also spot ex- 
amples of strong voice leading and contrary 
motion in this extract. If you want to know 
that those intriguing terms mean, tune in to 
next month’s instalment, thrillingly named 
“Chord Voicing & Composition 2” — just 
when you thought it was safe to start playing 
C, F, and G again. 


Ex. 1. AC chord over a descending bass line. Ex. 5. Possible movements based on the C over Bb bass chord. 


C C/B Am7 C/G C/F C/Bh —>F/A C/Bh —> Fm/Ab 


Ex. 2. A continuation of Example 1 to complete the bass scale. Ex. 6. The sound of the ’70s. 


J= 180" Dramatically 
C/Dh DD Die} 


* i.e. way too fast 


Ex. 3. A chordal movement that uses the C over D bass 
chord as a pivot point. 


C/ID Dm7 C/D_ Bhg C/Ah —> FOIA C7/GH-> F9YA ~—sC7/Db —> Bb 7/0 


Ex. 7. Chordal movements release the tension. 


Ex. 4. The five remaining permutations of C over “x” bass chords. 


C/Bb C/Ab c/ab C/Eb C/Db 


Ex. 8. Three more bars of the madness known as “Beelzebub,” which was originally recorded on the album Feels Good to Me (1978), but also appears in a wilder, 
trouser-shredding form on the live album The Bruford Tapes (1979). See last month’s column for more. 


J=132 FO/A Eb/G EAL F/Bb Dsus4 Ebsus4/C Bb/FE C/F 


“Beelzebub” by Bill Bruford. © 1977 EC Music Ltd. All rights administered in the U.S. by Careers-BMG Music Publishing, Inc. 


International Copyright Secured. All Rights Reserved. 
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DECK DEVELOPMENTS (MACINTOSH). OSC 
has announced version 2.1 ($399) of their Deck 
Il hard disk recording software. Deck II runs 
on any Macintosh 660AV or 840AV computer 
with no audio card required, and will work with 
any Macintosh containing a Digidesign Audio- 
media, Audiomedia II, Audiomedia LC, Sound 
Tools II, or Pro Tools, RasterOps MediaTime, 
or Spectral Innovations NuMedia card. The new 
version offers eight tracks on a Macintosh 840AV 
or Pro Tools (six tracks on a 640AV), a “super 
big” display mode, importing and playback of 
Standard MIDI Files and tempo maps with OMS 
support, the ability to output MIDI Time Code, 
and real-time pull-up and pull-down sample 
rates for film/video transfer. 

OSC's 8-Track Tool for Deck II ($129) allows 
Digidesign Pro Tools owners to play back eight 
simultaneous tracks of digital audio on a single 
Pro Tools system. Users can copy the tool into 
the same folder as Deck II. Once installed, it 
runs automatically, placing eight faders in Deck 
II’s mixing window. OSC, 480 Potrero, San Fran- 
cisco, CA 94110. (415) 252-0460. Fax (415) 
252-0560. 


ANOTHER SCORE (IBM-PC). Dr. T’s latest se- 
quencing software is QuickScore Professional 
($69.95; upgrade: $49.95), an upgrade of their 
QuickScore Deluxe multitrack notation program 
for Windows. It features a 16-track/stave display, 
real-time scrolling during playback and record- 
ing, piano-roll-style graphic note and controller 
editing, a track sheet, and a MIDI mixing win- 
dow for volume and all MIDI controllers. Other 
enhancements include entry of two voices per 
staff, cut-and-paste editing of large chunks of 
music across all tracks, support for various clefs 
and musical symbols, and text and lyric entry. 
QuickScore Professional supports the standard 
MIDI interface cards and popular soundcards. 
Dr. T’s Music Software, 124 Crescent Rd., Need- 
ham, MA 02194. (617) 455-1454. Fax (617) 
455-1460. 


SEQUEL SEQUENCER (AMIGA). Diemer De- 
velopment has upgraded their Sequel sequencer 
to Version 1.2 ($139.95; free to registered users). 
In addition to 32 tracks per pattern, unlimited 
pattern chaining, track mute and solo, animated 
playback meters, and an auto-scrolling notation 
list, users can now transpose note playback up 
and down by semitones on the fly. Drum tracks 
can be excluded from transposition, and songs 
that are chained together from separate files can 
be unchained into one long file, allowing over- 


dubbing. The song can then be dropped into 


a larger chain, and so on. Unchained songs can 
be saved as format 0 or 1 Standard MIDI Files 
for export to other programs and platforms. Se- 
quel 1.2 also allows more user preferences to 
be saved to disk. Diemer Development, 12814 
Landale St., Studio City, CA 91604-1351. (818) 
762-0804. 
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POWERED MONITOR. Audix’s PowerHouse 
PH25 ($589/pair) is a studio monitor with a built- 
in stereo amplifier. The 60-watt/channel discrete 
stereo amplifier has complementary symmetry, 
matched resistor arrays, low heat dissipation, 
and a reportedly low distortion rate of 0.01 THD. 
The speaker system is a D’appelido 2-way design 
consisting of dual proprietary 5-1/4" long ex- 
cursion woofers and a precision 3/4" polycar- 
bonate dome ferrofluid tweeter. A 1/2" wood 
composite cabinet offers acoustic fiberglass in- 
terlining, component matched crossovers, and 
gold terminal connectors. The PH25 is available 
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in a magnetically shielded version. Audix, 19439 
S.W. 90th Ct., Tualatin, OR 97062. (503) 692- 
4426. Fax (503) 692-4658. 


MORE POWER. Not to be confused with the 
Audix PowerHouse, Generalmusic’s Powercase 
12 ($1,395) powered mixer features four mono 
and four stereo input channels with 150-watt 
stereo power output. The Powercase 16 ($1,795) 
offers eight mono and four stereo input channels 
with 250-watt stereo amplifiers. The compact 
powered mixers feature balanced XLR and 1/4" 
input connectors, an individually switchable 
phantom power supply for each channel, a 7- 
band graphic equalizer, and a carrying case with 
a protective sliding metal cover. Each mixer is 
equipped with a stereo digital signal processor 
with two separate sections, one that produces 
reverb (hall, room, vocal, plate, and early re- 
flections) and another that generates echo, delay, 
chorus, flanger, and phaser effects. The two sec- 
tions of DSP are independent and each receives 
signals from two separate mixer outputs. Effects 
are programmed via a two-line by 16-character 
LCD and three controls. A MIDI-in connector 
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allows external real-time control of the effects. 
Generalmusic, 1164 Tower Ln., Bensenville, 
IL 60106. (708) 766-8230. Fax (708) 766-8281. 


ROTATING SPEAKER SIMULATOR. Voce's Spin 
($449) is a single-space half-rack module that 
duplicates the effect of a rotating speaker cab- 
inet miked with up to four microphones (two 
upper and two lower). The sound processor has 
three delays per rotor, front-panel-controlled 
overdrive, a low-level guitar input, MIDI in and 
out, stereo audio inputs and outputs, and 15 
presets. Footswitch inputs are provided for brake 
and fast/slow rotor control. You can also use 
aftertouch to toggle the rotors’ speeds. MIDI 
continuous controllers can be used to tweak 
rotor speeds and accelerations. Voce, 111 Tenth 
St., Wood-Ridge, NJ 07075. (201) 939-0052. 
Fax (201) 939-6914. 


GLYPH GOODIES. Glyph’s intelligent SCSI 
switch/extender for all SCSI-1 and SCSI-2 ap- 
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$595) or desktop (GSS-210S, $495) cases. The 
device allows any two SCSI initiators to share 
from one to seven SCSI devices in a daisy chain. 
It has two inputs and one output, and is con- 
trolled by a small rocker switch on the front pan- 
el. The GS-210 also doubles the usable SCSI 
cable length from initiator to SCS! device. SCSI- 
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SS Bani in a Box Pro 


The ultimate accompaniment software !! 
Type in the chords to any song, choose a 


style & let Band in a Box do the rest. 
Automatically generates piano, bass , drum, 
& guitar parts. Now shipping VERSION 6. 
Includes 100 songs-100 styles !! $65.00 


32 Tracks & staves- SMPTE Sync. 
Multiple Midi Ports- 32 channels. 
Tuplets- 32 track mixing board. !! 


Sequencing & notation in 1 easy 
to use program. 


New !! 


Software Aupio Workshop 
With SAW & a 16 bit sound card you can easily: 
Overlay vocals on music beds. 

Master album projects— Combine Midi 
w/digital audio. ! Edit hard disk recordings! 


Call for free Midi & 
Multimedia Catalog !! 


We ship worldwide!!! 
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1 users can utilize cable runs of approximately 
20 feet, and SCSI-2 users can run up to approx- 
imately 40 feet of cable. 

Glyph has added 88/44Mb, 200Mb, and 
270Mb removable hard drives utilizing 
SyQuest mechanisms to their SCSI storage line. 
A 1.3Gb 5.25" magneto-optical drive capable 
of real-time 44.1kHz, 16-bit digital audio 
recording and a 2.0Gb SCS! DAT backup drive 
are also available. All drives are available in 
rack-mount or standard desktop enclosures 
and ship with cables, manuals, and software 
and drivers for use with a Macintosh or sam- 
plers. Glyph also offers optional PC-compatible 
interfaces. Glyph Technologies, 605 West State 
St., Unit 1, Ithaca, NY 14850. (607) 275-0345. 
Fax (607) 275-9464. 


SOUNDCARDS 


ANOTHER CREATIVE CARD. Creative Lab’s 
Sound Blaster AWE32 audio card ($399.95) 
combines the Sound Blaster 16 Advanced Signal 
Processing card with the Advanced WavEffects 
digital sample playback synthesis of E-mu’s 
EMU8000 chip. The card offers 16-bit stereo 
sampling and playback at up to 44.1kHz, sup- 
ports the Sound Blaster platform, and is fully 
compatible with General MIDI, Roland Sound 
Canvas, and Roland MT-32 specifications. It 
supports multitimbral MIDI operation with 32- 


MIDI SEQUENCES 


If you want faithful 
reproduction and unparalleled 
accuracy in MIDI programming, 
then you want the live-music sound of 
TRAN TRACKS MIDI Sequences. 


With TRAN TRACKS you get quality service, 
great prices and a large selection of 
popular songs. We support all 

computer formats and most 

dedicated sequencers. 


ORDER LINE 
1-800-473-0797 
Fax (201) 383-0797 
Technical Support 

(201) 383-6691 


Experience the 
MiDigroove™— 
it's “music-friendly!" aX 


Empire State Building 
350 Fifth Ave. #3304 
New York, NY 10118 


TRAN TRACKS 


MIDI SEQUENCES 


AUSTRALIA - Rhythmic Bytes © 2-482-2086 
UK - Hands On ® 705-221-162 

CANADA - Musicware ® 416-785-331 ] 
SPAIN - Future Music @ 3-265-8348 


voice polyphony, as well as allowing indepen- 
dent control of effects (reverb, chorus, and 
QSound), vibrato, and tremolo for each of its 
32 voices. Other audio features include resonant 
filters, a six-part amplitude envelope, and a six- 
part auxiliary envelope for independent control 
of pitch and timbre. Sound Blaster AWE32 is 
compatible with double-speed CD-ROM drives 
from Sony, Mitsumi, and Creative, and supports 
E-mu’s SoundFont audio library of sampled 
sounds. Bundled with Sound Blaster AWE32 
are VoiceAssist (speech recognition software 
for Windows), TextAssist (text-to-speech system), 
WaveStudio (wave-file editor), and Ensemble 
(for playback of wave, CD, and MIDI files). Oth- 
er programs included in the package are 
QSound’s Virtual Audio (a 180° sound-local- 
ization technology), HSC’s Interactive SE, Twelve 
Tone’s Cakewalk Apprentice sequencer, and 
a variety of other utilities. Creative Labs, Inc., 
1901 McCarthy Blvd., Milpitas, CA 95035. (408) 
428-6600. Fax (408) 428-6699. 


SOUNDCANVAS SOUNDCARD. Roland has 
hitched a ride on the soundcard bandwagon 
with SoundCanvas DB ($229), a snap-on card 
that upgrades FM-type soundcards. It contains 
a dedicated microprocessor that manipulates 
over 200 voice parameters per note in real time 
and provides digital signal processing and ac- 
cess to 128 synthesized sounds. The card in- 
cludes ready-to-use software, 100 Standard 
MIDI Files, built-in reverb with eight selectable 
reverb types, and a separate digital chorus effect. 
Two software programs are included with the 
card: DoReMix (a click selects music icons 
which can be assembled to create original com- 
positions) and Easy Juke (a juke-box-style MIDI 
player that plays up to eight Standard MIDI Files 
randomly or continuously). Requirements in- 
clude Sound Blaster 16, Sound Galaxy Pro 16, 
or any soundcard with a compatible expansion 
connector. Roland, 7200 Dominion Circle, Los 
Angeles, CA 90040-3696. (213) 685-5142. Fax 
(213)722-091 1.. 


SOUNDBOARD PACKAGE. Antex is bundling 
their Z1 soundboard and Z.Wav 32-voice 16- 
part polyphonic wavetable synthesizer/sound 
module daughterboard into the Z.SoundSystem 
($560), a package that also includes the Antex 
Series 3, Voyetra Multimedia Sound Software, 
and a Windows 3.1 compatible software driver. 
According to Antex, Z1 is the first DSP-based 
audio board with multiple industry-standard 
compression formats. Z.Wav is a General MIDI- 
compatible sound module configured in a plug- 
in daughterboard design that features 4Mb of 
sounds in ROM (128 digital instrument samples 
and 47 drum and percussion sounds). The Z1 
can be purchased separately for $395 and the 
Z.Wav for $295. Antex Electronics, 16100 S. 
Figueroa St., Gardena, CA 90248. (310) 532- 
3092. Fax (310) 532-8509. 


SOUNDS 


BREATH-CONTROLLED BANK. Patchman’s 


WT11 Volume 1 ($39.95) is a soundbank of 32 
breath-controlled performances and 32 breath- 
controlled voices for the Yamaha WT11. Be- 
cause it was designed for horn players, you'll 
find ensemble and solo timbres, acoustic em- 
ulations, breathy wind instruments, and synth 
leads instead of pianos, organs, and drums. For- 
mats available are data cassette, Opcode bulk 
dump, and Standard MIDI File. Patchman Mu- 
sic, 2043 Mars Ave., Lakewood, OH 44107. 
(216) 221-8887. 


PRO-REC COLLECTIONS. The Ultimate CD 
($299) is a CD-ROM for the Akai $1000, En- 
soniq ASR-10/EPS-16 Plus, Digidesign Sample- 
Cell (Macintosh and IBM-PC), Kurzweil K2000, 
and Roland samplers that contains Pro-Rec’s 
entire current sample library and more than 
1,000 multi-sampled instruments, including over 
300 synths, 300 basses, and 10 drum kits. 

Pro-Rec’s Analogue Collection audio sam- 
ple CD ($89) offers more than 650 samples 
from 24 classic analog synths, ranging from the 
Odyssey, Chroma Polaris, and Elka Synthex to 
the EML 101, Memorymoog, and Roland Juno- 
106. CD-ROM versions ($299) are available 
for SampleCell (Macintosh), the K2000, and 
the $1000. Pro-Rec, 106 W13th St., Ste. 13, 
New York, NY 10011. (212) 675-5606. Fax 
(212) 627-3148. 


SYNTAUR SET. For Ensonigq TS-10 and TS-12 


SINGERS! 


REMOVE VOCALS 
FROM RECORDS AND CDs! 


IN ITH THE WORLD’S BEST BANDS! 
An Unlimited supply of Backgrounds from standard 


stereo records! Record with your voice or perform live 
with the backgrounds. Free Brochure / Demo Record. 
LT Sound, Dept.KB-2, 7980 LT Parkway 


Lithonia, GA 30058 (404) 482-4724 
Manufactured and Sold Exclusively by LT Sound 
HOUR PHONE DEMO LINE: (404) 482-2485 


Allow 9 weeks for change. Send your 
new address (please print) with your old 
mailing label from Keyboard to: 
Keyboard 
P.0. Box 58528 
Boulder, CO 80322-8528 


owners, Syntaur has released TS Set 1 ($39.95). 
Among the 60 sounds are Hyper-Wave patches, 
bass sounds, and drum loops. Documentation 
outlining patch selects and controller routings 
is included with the disk. Syntaur Productions, 
4241 W. Alabama #10, Houston, TX 77027. 
(713) 965-9041. Fax (713) 963-9206. 


OSC CD-ROMS. Resonant Dog Meat, Alien Si- 
nus Problem, and Tiny Robot Hairball: Sounds 
like a punk-rock concert bill, but actually these 
are just a few of the tracks featured on A Poke 
in the Ear with a Sharp Stick, Volume III ($199). 
The CD-ROM library offers over 1,700 sounds, 
effects, loops, and clip-tunes from five different 
sound designers. 

When your ears have had enough pokin’, 
check out Textural Ambience ($149). This CD- 
ROM contains long, evolving atmospheres, 
soundtracks, and beds with an overall dark and 
moody tone. Both libraries consist of AIFF files 
for use in any Macintosh-based digital audio 
system, such as OSC’s Deck II or Digidesign’s 
Pro Tools and SampleCell. OSC, 480 Potrero, 
San Francisco, CA 94110. (415) 252-0460. Fax 
(415) 252-0560. 


DRUMTRAX LIBRARY. In DrumTrax’s Original 
Library/Performer Version (price not available), 
all of the files are saved in the file format for 
use with Mark of the Unicorn’s Performer se- 
quencing software (Macintosh). The library con- 


tains over 4,800 measures of drum patterns in 
rock, latin, jazz, blues, dance, hip-hop, rap, bal- 
lad, R&B, and drum fills categories. A sample 
of the library is included with Performer 5.0 up- 
grades. DrumTrax, 51 Pleasant St., Ste. 218, 
Malden, MA 02148. (617) 387-7581. Fax (617) 
387-1059. 


BITS & PIECES 


DIGITECH PEDAL. Add MIDI continuous con- 
trol to your rack-mounted signal processors with 
the MC? MIDI Continuous Controller Pedal 
($169.99). It is capable of transmitting volume, 
pan, expression, and other continuous con- 
trollers. The MC? has two knobs that provide 
a choice of 16 MIDI channels and the first 16 
continuous controllers. It operates on battery 
or AC power. Digitech, 8760 S. Sandy Parkway, 
Sandy, UT 84070. (801) 566-8800. Fax (801) 
262-4966. 


EVS TUTORIALS. Help has arrived for Coda 
Finale 3.0 (Macintosh) and Twelve Tone Cake- 
walk Professional 2.0 for Windows users. Ed- 
ucational Video Solutions (EVS) offers video 
($49.95) and audio cassette ($24.95) tutorials 
with Basics, Beyond Basics, and Power User 
levels. EVS, 2411 N.E. Loop 410, Ste. 132, San 
Antonio, TX 78217. (210) 656-2427. Fax (210) 
656-8024. E 


Talent * Desire * Knowledge * Equipment 


can't help you with the first two, but when it 


Sales, service, 


support: 
Digidesign, 
Apple, Tas- 


cam, AKG, 
Mackie, Ramsa, 
Panasonic, 
Opcode, Passport, 
Mark of the 
Unicorn, 


comes to knowledge and equipment, MacBEAT is Mac Bray) 
oy taecaali T™ 


the nation's leader. Throughout the electronic 

music industry, no other dealer matches our level of knowledge, 
customer satisfaction and product support for what we sell. Why 
not get it right the first time? Whether it's the latest mixer, mic, or 
computer software or hardware, call MacBEAT to deal with the 
best and to get the best deal. 


Kawai, Roland, 
ART, Anatek, 
Prosonus, 
Coda, Rapco, 
E-mu, Lexicon, 
Steinberg Jones, 
beyerdynamics, 
Pacific Coast 
Technology & 
much much 


more... 


a| 


A 


MacBEAT, Inc. 1314 Rufina Cr., Ste. #A4 Santa Fe NM 87501 


1-800-622-2328 or 505-473-4929 


505-473-4647 (FAX) 
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MUSIC STORE 
OWNERS, EQUIPMENT 
MANUFACTURERS 
AND SUPPLIERS 


INCREASE SALES AND 
CREATE NEW CUSTOMERS. 
Show thousands of hot-to-buy musicians 
what you've got by exhibiting at the 
biggest music show ever to hit your area! 
Suppliers and dealer exhibits, workshops, 
product demos by top clinicians, and 
more. Dealers, ask about our special deal- 
er promotion package worth $600! 
Join the growing list of exhibitors. 


RESERVE YOUR BOOTH TODAY 


BOSTON 


riynes Center 


SAN JOSE 
Convention Center 


For exhibitor information call Roger Mitchell: 


(214) 419-7862 


W O R K S H O P S§ 
GP! 411 Borel Ave., Suite 100, San Mateo, CA 94402 
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LETTERS 


Continued from page 115 


cation, you might find yourself on an alternate 
route. Any other word usage questions youd 
like help with?| 

Alternatives to Alternate 

| am really pissed. In every other issue of 
your magazine | read about alternate con- 
trollers, alternate this or that, or some other 
thing. If your writers are deficient in the vo- 
cabulary department, | would think you 
would at least have an editor with a high 
school education. The word is alternative. 
“Alternate” means going back and forth be- 
tween two alternatives, like alternating cur- 
rent — current that alternates between two 
directions of electron flow. “Alternative” 
means something that can be substituted for 
something else. An apple, for example, is 
an alternative to an orange, which is an al- 
ternative to a Twinkie. Look it up in the dic- 
tionary, you morons! 


Corrections 

Thank you very much for the outstanding 
feature you did on me [July ’94]. The intro 
was very flattering, and | especially appre- 
ciate the attention you gave to Red Dawn. 
There was only one small error. When | au- 
ditioned for Billy Joel, | played for his mu- 
sical director Mark Rivera, not his tour di- 
rector Max Loubierre. | would appreciate 
it — and so would Mark Rivera — if you 

could correct the error. 
David Rosenthal 
Somewhere Out There 
With Billy Joel 


Thanks very much for your item in Discov- 
eries about my tape, Perseids [July ’94]. I’d 
like to correct the phone number, which was 
misprinted. My contact phone is (818) 791- 
5695, and! can be reached via Internet at 
gukkle@pan.com. | welcome email from mu- 
sicians, whether about my own music or the 
Creative Musicians Coalition, a great orga- 
nization with which | am deeply involved. 
Keith Snyder 

Pasadena, CAE 


WEST L.A. MUSIC 


GUARANTEED LOWEST PRICES! 


DIGITAL MULTI-TRACK RECORDING @ ANALOG RECORDING 
HARD Disc RECORDING @® MIXING CONSOLES 
POWER AMPS @ MICROPHONES @ SPEAKERS ® COMPUTERS 
SOFTWARE ® KEYBOARDS ® GUITARS ® AMPS ® DRUMS 


“WHERE THE Pros SHop” 


Nick Longo 
Cesium Sound 
Berkeley, CA 


[Interesting theory, Nick. According to our 
Webster's, one of the basic meanings listed 
for “alternate” is “alternative, substitute.” If 
you’ve ever been summoned for jury duty, 
you might have ended up as an alternate juror. 
And if you took a scenic detour while on va- 


IAN ANDERSON - JETHRO TULL 
WITH SANDY SOBEL - DIR. OF ADVERTISING 


RAY CHARLES 
WITH RAUL ELIZONDO - PRO AUDIO DEPT. 


PAUL STANLEY - KISS 
WITH DEREK SNYDER - GUITAR DEPT. 


WeE Witt Beat Any Dea! Cau Now! 


All Credit Cards Accepted. Financing and Leasing Available. We Ship Everywhere. 


N\\ WEST L.A. MUSIC 


11345 Santa Monica Bivd. 
Los Angeles, California 90025 


(310) 477-1945 Fax: (310) 477-2476 


Buying or selling instruments through our Classified 
Ads offers you convenience, a big marketplace, and 
a wide range of instruments and prices. However, buy- 
ing mail order does have its drawbacks, too. Keyboard 
suggests the following guidelines to help the buyer 
and the seller in these transactions: 1) Get a written 


description of the instrument, which should include 
the serial number; 2) Get front and back photos of the 
instrument; 3) Get a written purchase agreement, with 
a 24-hour approval clause allowing the buyer to return 
the instrument for a full refund if it does not meet his/her 
reasonable expectations. 


SHOWS/EVENTS 


CENTRAL N.J. MUSICIAN’S FLEA MARKET - 
Fall 1994 - Call (908) 359-0124 for recorded 


information. 


INSTRUMENTS 


Wanted: BODE OR SENNHEISER VSM-201 
VOCODER, ROLAND MC-8 MICROCOMPOS- 
ER. CALL COLLECT! (718) 336-9869, or write: 
Michael Brogan, 1736 E. 31st St., Brooklyn, 
NY 11234-4438. 


USED Keyboards! All brands digital, analog. 
Different keyboards weekly. Buy/sell. The Key- 
board Network, (818) 385-4077. 


Hammond B-3, Leslie, bench, pedals. Mint. 
$5,500.00. Also M-3. (312) 772-8159. 


FOR SALE: Roland JX-10, U-220, P-330, D-50, 
A-880; Lyne LN-4 Controller; Yamaha CP-70B; 
Waldorf Microwave; Apple Ile Joystick; Mac 
Plus; Imagewriter; Software: ARS Nova, Syn- 
tech Digital, Beaverton Digital, Laubach Pro, 
etc.; Middle Atlantic accessories; racked hard 
drives, CD-ROMs. FAX: (413) 598-8282. 


GOFF Professional 


HAMMOND Organ / Leslie Speaker 
Sales, Service, Rebuilding, Rentals, and Parts 
175 Costello Rd., Newington, CT USA 06111 
CALL US FOR OUR PARTS & EQUIPMENT CATALOG!!! 


Phone (203) 667-2358 


NEW HAMMOND XB-3 CHURCH ORGANS 
MODIFIED FOR GOSPEL USE. 
CHURCH CREDIT AVAILABLE. 


HAMMOND/GOFF Professional Touring Packages 
Modified HAMMOND XB-2 in custom Calzone 
Case, Volume Pedal, and Leslie Model 302 
Screamin’ 100 Watt Leslie — $2995 
YOUR Leslie 122 / 147 amp rebuilt — $175 


Now available: “Check Out My Organ” 
B-3.-T-shirt #3 — $12 


WE SHIP WORLDWIDE!! 
MASTERCARD / VISA Accepted. 
HAMMOND / LESLIE Sales & Service “Since 1940” 


Ke. Ye OA RD 


SYNTRONICS Electronic Music Repair. 
Synthesizers, amplifiers, and effects. 
Vintage keyboard service/MIDI up- 
grades. 466 Commonwealth Ave., 
Boston, MA 02215. (617) 266-5039. 


USED GEAR WANTED for Secondhand Sounds 
mail order, keyboards, drum machines & mod- 
ules. Buy, sell, trade. Catalog available. User ID 
#70701.1132. Secondhand Sounds, 3867 W. 
Market St. #188, Akron, OH 44333. (216) 
665-4755; (216) 666-2903 FAX. 


SOUND DEALS, INC 


(800) 822-6434 


Korg CX3, good condition, $650.00. Yamaha 
TX16W sampler, 3Mb, big library, excellent, 
$650.00. MMT-8, excellent, $149.00. John: 
(315}:337-0491. 


HAMMOND TONEWHEEL ORGANS, Leslie 
speakers. Large selection. All conditions. Reason- 
able prices. Modifications, repairs, and service. 
Worldwide Music, 1 (800) 871-2011. 101 
Cherry Ave., Delmar, NY 12054. 


American Pro Audio 


Digital Workstations 
Software * Keyboards 
Recorders * DAT 
Consoles 
Leasing and financing. 


Call For Prices! 


eh ed * Opcode * Otari* Roland + Korg 
Prodisk * Yamaha * Fostex * Dolby * Soundtracs 
DDA* Ramsa + Trident * Neumann * Tannoy 
Eventide + TC Elect + Summit 


612-938-7777 


TONS OF SUPER-CLEAN, USED MUSIC EQUIP- 
MENT. Yamaha, Roland, Korg, Ensonig, Kurz- 
weil, Akai, Kawai, E-mu, Tascam, Soundcraft, 
and hundreds more. COME IN OR DO IT ALL 
THROUGH THE MAIL! 65 years in business. 
Trades welcome and WORLDWIDE DELIVERY. 
Call, write, or FAX us today for prices and de- 
tails. CARUSO MUSIC, 20 Bank St., New Lon- 
don, CT 06320, USA. (203) 442-9600. FAX: 
(203) 442-0463. ;Si, hablamos Espafioll 


CLASSIFIEDS 


ANALOG MODULAR SYSTEMS. We buy and 
sell, and have in stock, Buchla, Moog Illc, 
Serge, E-mu, ARP 2500/2600; also Minimoog, 
JP-8, OB-8, PV, MKS-80, etc. USA: Tel. (213) 
850-5216; FAX (213) 850-1059. 


& MUSIC, SOUND, 
s; LIGHTING, & 
MORE 

Major brands 
available 

Amps ® 

@ Drums @ PA Systems @ 
@ DJ Equip. @ Synths @ 


Stage proven, 
tripod base 


mic stand 
(Model MC-130P) 


$18.00 
Tripod mic stand with boom 


(Model Mc-130PB) $24. 95 


Shipping & handling 
PP included! | 
To charge your order 


§ Call 7-800-845-1947 


In NJ call 908-687-2250 


Or send check to: Rondo Music, Mic Stand 
Offer, 1597 Rt. 22 West, Union, NJ 07083. 
NY & NJ residents must add sales tax. Offer 
limited to United States only. Limit onestand 
per person, household, or organization. Offer 
expires December 31, 1994. 


| Buy Synthesizers! Sell, too! Walt Whitney; 
Call and leave message: (314) 428-8430. 


Mr..Mike’s Music — Save big $$$ on used key- 
boards and recording gear. Look at these deals! 
Vintage Synergy Keyboard $625.00, Yamaha 
TX16W $750.00, KX76 $750.00, SY22 
$550.00, Roland PR-100 sequencer $175.00, 
Roland MT-32 $199.00, Korg DRV-3000 
$395.00, Akai XE-8 $395.00, Akai XR-10 
$375.00, Roland DEP-5 $245.00, Alesis 1622 
Mixer $550.00, Ensoniq EPS w/expander, 10 
disks and Hybrid case, $899.00. Call or write 
for free price list. Mr. Mike’s Music, 816 A. East 
Main St., Carbondale, IL 62901. (618) 529- 
3444; FAX (618) 457-6605. 


Classifieds continue » 
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CLASSIFIEDS 


Best Deals Are Here. A-100, $1,800.00. B-3 + 
Trek RV + 122, $3,200.00. BV + Trek Perc. + 
122, killer, $2,800.00. 1960 B-3, mint + PR- 
20, $3,600.00. C-3 + 147, $3,000.00. All 
have P+B, more. John: (617) 447-5612. 


Need Audio, MIDI, or Recording equipment? ; 
Buy only from the best! 


* Fastest growing music store in the country according to Music Trades 
Magazine, Aug. 1993. 

* The only music store in the country on inc. Magazine's Fastest-Growing 
company list in Oct. 1993. 

* The most knowledgeable sales consultants in the industry will make 


* Professionals who really care! 
Experience the Difference that thousands of customers have enjoyed. 


Experience the Sweetwater Sound Difference! 
5335 Bass Rd 
ater , FT Wayne, IN 46808 
= Try us today! (219) 432-8176 
Fax (219) 432-1758 


ANALOGICS SELLS AND SERVICES ANALOG!!! 
Analog synthesizer support is our only job. We 
buy, sell, trade, and service!!! Prophet-5 and 
10 MIDI kits $125.00, Prophet-2000 memory 
expansion $165.00, OB-8 MIDI kits $175.00. 
Also, ARP 2600 replacement modules. We ship 
COD and only sell what we have in stock! Oth- 
ers sell, but do they service? If you can’t get it 
fixed, call us. ANALOGICS, 5261 MAPLE AVE. 
EAST, GENEVA, OH 44041. (216) 466-6911. 


Chapman Stick. Buy and sell vintage, used. 
Traktor: (415) 435-7504. 


DON'T GET BEAT 


When you need equipment call 


8TH STREET MUSIC 
(800) 878-8882 


Philadelphia's Largest Musical 
Instrument Dealer!!! 


Sth Street Music, 1023 Arch St. 
Philadelphia, PA 19107 
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Demo Equipment For Sale: Peavey DPM 488, 
Wavestation EX, Casio VZ-10m, Kawai KIRII, 
Marantz PMD720, Studio Electronics SE1. All 
equipment in mint conditions with manuals, 
warranty. FAX offers to (918) 254-0267 or 
voice mail (918) 633-6805. 


Largest Used Musical Instrument Store on West 
Coast wants your used and vintage keyboards. 
Black Market Music, 1016 Howard St., San 
Francisco. (415) 252-1055; FAX offers: (415) 
252-1060. 
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Keyboard Salespeople Needed. Career 
opportunity. Join one of the fastest- 
growing, best-located, and oldest stores 
in the country. Great pay, benefits, and 
hours. Spanish-speaking a plus. Please 
send resume to Caruso Music, 20 Bank St., 
New London, CT 06320 or call (203) 442- 
9600, ext. 410. Discretion assured. 


ALAN’S DISCOUNT MUSIC 


e Keyboards, Workstations, Synths 
e Rackmount Modules 
¢ Notebooks, Software 
e Drums, Guitars, Amps . . . more! 
(800) 308-ALAN “Ask for JW” 


B-3 WORLD! ORLANDO, FLORIDA! At Key- 
board Exchange International. Cash paid, B- 
3/C-3 Hammonds/Leslies. Nationwide pick-up! 
Worldwide shipping! Best selection! 8651 Port- 
side Ct., Orlando, FL 32817. (407) 671-0730 
or FAX (407) 671-2272. Referrals appreciated! 


Wray Music: Supplying the music world with all 
the biggest brand names since 1955. Free ship- 
ping (on most models), advice, and after-the-sale 
support. Call or write. Wray Music, 370 Market 
St., Lemoyne, PA 17043. (717) 761-8222. 


THE CHEAPEST 
WAY TO OUTFIT 
YOUR ENTIRE 
BAND! 


...when you're ready to rock! 
THE WORLDS LARGEST 


USED EQUIPMENT DEALER 


5-6 MILLION DOLLARS OF Used & New Guitars, 
Amps, Drums, Keyboards,Pro Audio Gear, Effects 
and MORE! 


MONEY BACK GUARANTEE! 


Now Offering A Huge Selection Of 


ROCK MEMORABILIA! 


Cail or write today for your FREE catalog: 
Daddy's Junky Music 
Used Gear By Mail 
P.O. Box 1018 KP 
Salem, NH 03079 


CALL: 603-894-6492 
FAX 603-893-3517 


MAKE US YOUR LAST CALL! All major brands, 
new and used. Roland, Korg, Kawai, Fostex, 
etc. The Muzic Store. (800) 821-7817. We ship 


internationally. 


Have you seen Caruso Music’s display ad listed 
under retailers in the back of this magazine? 


Stick Enterprises, Inc., in Woodland Hills, Cali- 
fornia, continues to buy and sell used Stick® 
fretboard instruments, reconditioned and set up 
for optimum playing action. We have no affilia- 
tion with Traktor Topaz, also known to our cus- 
tomers as Action Marketing and Arthur Cronos. 
Also see our ongoing ads for new instruments 
in these GPI publications, or call us at (818) 
884-2001. 


ANALOG SERGE monutar 
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SOUND TRANSFORM SYSTEMS 
vox $10-465-6896 Oakland CA __ fax 510-465-4656 


We Want Your Used Keyboards, Recording 
And Audio Equipment. We'll airmail you cash 
or take your stuff in trade toward over 350 
brands of new and used musical equipment. 
Come in or do it all through the mail! World- 
wide delivery! 65 years in business. Call, 
write, or FAX us today for price quotes and de- 
tails. Caruso Music, 20 Bank St., New London, 
CT 06320 USA. (203) 442-9600. FAX: (203) 
442-0463. jSi, hablamos Espafiol! 


VINTAGE KEYBOARDS. Buy, sell, and trade. 
The Starving Musician, 3427 El Camino, Santa 
Clara, CA 95051. (408) 554-9041. FAX (408) 
554-9598. 


WANTED: TB-303, OB-1, Modular Moog, ANY 
EML, Polyfusion, Aries, SY77, ARP 2600, D- 
550. (614) 694-5164. 


PARTS /ACCESSORIES 


Attention KORG CX-3 and BX-3 owners: A re- 
placement circuit board is available for the ob- 
solete SM304 ICs. We also buy, sell, and ser- 
vice. For more info, call or write: Resurrection 
Electronics, 3504 King St., Austin, TX 78705. 
(512) 451-5900; FAX (512) 323-5152. 


OMNIFAADE 


STUDIO FURNITURE for the discriminating musician 


oe 


800-332-3393 


P.O.BOX 1792 SAUSALITO, CA 94966 


SINGERS! i580 - 
Unlimited Backgrounds™ 
From Standard Records G&G CD's with the 


Thompson Vocal Eliminator™ Call for Free 
Catalog & Demo Record. 


Phone: (404/482-4189 Ext 21. 

Singer’s Supply, Dept KB-1 
7982 Hightower Trail 
Lithonia, 30058 


Rackdrawer. Only $39.95 + shipping. Ideal for 
road or studio. 2 space. (800) 468-3399. 


ELECTRONIC KEYBOARD ACCESSORY SPECIALISTS 


, 
WE SUPPORT ALL 
MAJOR BRANDS 


SyQuest 44MB Removable 
SyQuest 200MB Removable 
SyQuest 270MB 3.5" Rem. 
SyQuest 44R/CD-ROM Dual 
1080MB, 9.5ms, 3.5" Fixed 994 


RACK-MOUNT CASES AVAILABLE MAI Akal MPC6O0 SCSI Interface 294 


HARD DRIVE SALES & REPAIR fig Akal S1000/1100 8MB RAM 594 
PSSST TTT TT || Sa Ensoniq EPS-4X RAM 


EPS & EPS16+ SCSI I/F 


137 
| | i Yamaha MCD-64 RAM Card 87 
| 619-789-6558 gross coumrcin 


ORDERS -75§3- SP SX 
PAX. 019-789-4170 f S770 AA M/ pews 


EPL eae Rcwitasme §9-10/12 SampleCell 
MUL KFREE SHIPPING | 


PIANO TUNING KIT. Tools, guidebook. Free 
details. Piano Barn, PO Box 1234, Watermill, 
NY 11976. 


Six-Space Rack. Only $49.95 + shipping. Ideal 
for road or studio. “Rackkrate” (800) 468-3399. 


Call The Le Cover Co. at: 
1 800-228-3878 


RECORDING SERVICES/SUPPLIES 


BAD SOUND SUCKS. 


LUCKILY FOR YOU, WE INVENTED 
THE WORLD'S BEST ACOUSTIC FOAM. 


os Studiofoam ™ 
Sound Absorbent Wedges 

The industry's most absorbent foam! 
Uniform cut for clean & easy installation. 
Up to 60% more effective than other 
name-brand foams that can cost 5 times 
as much! Passes California firecode; is 
48% more flame retardent than Sonex. 
Available in 1", 2", 4" & 12" (bass trap) 
sizes in sheets that measure 2’'x4’. Long- 
lasting; doesn't crumble like other brands 
can. Superior shape retention. Wide 

ten of colors. What Value!!! Min. 1 Box 
(20/12/6 sheets). Prices listed are bee pe. 
1"-$6.99 ea * 2"-$9.99 ea * 4"-$19.99 ea 


“ Sonomatt™ 
Convoluted Acoustic Foam 

Cut in the industry-standard “eggcrate" 

shape. 4'x8' sheets, 2 inches thick, 

charcoal gray (other sizes & colors by 

special order; call for pricing). 85% as 

effective as Studiofoam Wedges, but still 

beats other brands that cost up to 5X as 

much! Made of the same raw stock, so it 

> retains their advantages with regard to 
wropetent: flame retardency, longevity and shape 
ISEUIE E retention. Order in pairs only. Sonomatt is 
LESS?YY. Ee an unbeatable value at just $32.99 per 
cabelas aie sheet. One of our best sellers! 
Clients: Dennis DeYoung (Styx) - Kodak - The EPA - Warner Bros. 
Kaiser Medical Center * Mike Wanchic (John Mellencamp) 


ALSO BASS TRAPS, BARRIERS & ADHESIVES 
Min. 1 Boxe MC Visa Discover AmEX* No CODs 


Call For Free Catalog & Sample Kit! 


USAFoam-Box 20384- indianapolis IN 46220 


1-800-95-WEDGE 


CD Singles 


for $35 each 
1 day turnaround / with inserts 
2 songs or 10 minutes maximum 


© 
63 & 74 minute discs also available...callO 
Big Dreams Studio, Ltd. 708-945-6160 


Call for © Economy 
Catalog Packages 
Visions Of Sound 1(800) 215-7795 

Mpis, Minne: 


Sota 


\ e362 Te. 
> JHom(@) mum (@lren\* 


YOUR DAT DEMO ON CD!! ABSOLUTE BEST 
PRICES - GUARANTEED!! Tyler: (801) 966-7771. 


INSTRUCTION 


FREE CATALOG! Learn to play jazz, rock, blues, 
country, classical and New Orleans piano styles 
from Donald Fagen, Dr. John, Warren Bern- 
hardt, Andy LaVerne, Daniel Abrams, others. 
We've got the widest variety of video/audio 
music instruction tapes: David Torn (loops, de- 
lays, harmonizers, etc.), Jack DeJohnette 
(drums), Flaco Jiménez (Tex-Mex accordion), 
and much more. Homespun Tapes, the BEST in 
music instruction for 27 years! Box 694-KCL, 
Woodstock, NY 12498 or (800) 33-TAPES. 


DIAL-A-PIANO LESSON! Free 3-minute record- 
ed lesson on chord techniques. Call anytime. 
(503) 664-6751. 


KEYBOARD SIGHT-READING SUCCESS! Innova- 
tive drills. Beginning/professional. Free printed 
details. (213) 964-1871 (24 hours). SF Publish- 
ing, 7616 Lindley #25-H4, Reseda, CA 91335. 


Classifieds continue »> 


An ad in KEYBOARD’ Classifieds reaches more than 68,000* serious musicians for only $2.50 per word plus $7.00 for an address. Minimum charge: $25.00. Please underline 
words to appear in bold type and add 50¢ additional per bold word. Please indicate clearly any words to appear in all caps and add 25¢ per all cap word. Acronyms 
(MIDI, SASE, US, etc.) count as regular words. Display Classifieds are $145.00 per column inch; 4-3/4" maximum; Call/write for more information. Deadlines are the 15th 
of the month, 3 months prior to cover date (for example, January 15th for the April issue, on sale in mid-March). Ads received after the deadline will be held for the next 
issue unless otherwise specified. Businesses must list business name in ad. All ads must be paid in full in advance. All ads must be music-related. Stated or implied discounts 
on new equipment are not allowed (manufacturers may revise their own prices). Advertisers must provide us with complete name, full address (PO Boxes are not sufficient), 
and phone number, whether or not included in the ad copy. Mail ads to: KEYBOARD Classifieds, Attn: Amy Miller, 411 Borel Ave., #100, San Mateo, CA 94402 or FAX 
(with MC, Visa, or AmEx only): (415) 358-8729. For more information, call Amy Miller at (415) 655-4132. (*Circulation; does not include pass-along rate.) 


ee Ue CU Uc CUM. CU. Uc. CU. UMUC CMCC MC CC CM QS. CU MQS.CMUMSC SQ C ed CUMS C er C eC eda ( em C ePcQSC ‘é$ESQQNRSsistsi‘CR’,:CSCi‘(‘SESQNSSCUCQQ.CSST 
Please type or print your ad clearly. Use a separate piece of paper if you need more room. TO COMPUTE COST OF AD om 


# words x $2.50 = 


i Name ae, 
# bold words x $ .50 = 
i Address # ALL CAPS wds x $ .25 = i 
Address $7.00 = 
Total cost per issue = 
(minimum $25.00) 
City x number of issues to run x 
; Total payment = : 
State Zip CJ Payment enclosed, or Charge my 
Visa O MasterCard O American Express | 
Telephone Card # 
p ; (do not include address when counting words) Pur | 
incudegnone # n'ai Chyes. Cine Under which category would you like your ad to appear? [Instruments 1 Parts/Accessories Expiration dates SJ ________ 
(counts as one word) ; [ 
K GO Recording OInstruction Sounds & Software © Records/CDs/Tapes © Employment 0 Other Signed: 
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THE POP PIANO BOOK 


by Mark Harrison (Grove School facuity) has 500 
pages packed with the info you need to play pop, 
rock, funk, country and gospel styles. Cassettes & 
MIDI files of book examples available. "I wish | had 
this book when | was learning!" says RUSSELL 
FERRANTE (Yellowjackets). Eartraining books 
and tapes also available. Call or write for free info. 


(800) 799-HMES (24 hours) 


HARRISON MUSIC EDUCATION SYSTEMS. 


PO BOX 56505. SHERMAN OAKS CA 91413. 


Teach Yourself how to play keyboards with 
FAST FINGERS® MIDI KEYBOARD LESSONS for 
IBM-PC. From $49.95. VISA/MC/AMEX. Call 
(800) 327-0209 or write: FAST FINGERS® MU- 
SIC SOFTWARE, Dept. K-9, PO Box 741, 
Rockville Centre, NY 11571. 


Jazz Studies For Piano. Learn.from ten solos 
some of the figures you need for improvisation. 
Write to Claremont Publishing, PO Box 70, Ha- 
zleton, PA 18201. FAX (717) 455-6371. 


MIDI Explained in terms you can understand. 
Complete guide in English! Written by profes- 
sional MIDI consultant. Basic, advanced — se- 
quencing, live. Stop fighting your gear! 
$14.95. JAF Studios, 2304 Peyton Ave., Bur- 
bank, CA 91504. 


Memorize Music Like Experts! 
MUSIC SUPER MEMORY 


Revolutionary, new music memorization technique! 
$22 plus $5 S&H 


You Too Can Have Perfect Pitch! 


The PERFECT PITCH DEVELOPER TAPES 
Learn the SECRET of Perfect Pitch! 
$20 plus $3.50 S&H Free Catalog 617-320-9542 
Evergreen Music, P.O. Box 862-KB Islington, MA 02090 


Finger Placements superimposed. Scales, 
modes, chords for keyboard, piano. Send 
$15.95. Cisum Co., Keyboard Slide Rule Dept., 
340 Loraine St., Sandusky, MI 48471. 


Accredited Two-Year Program offering Diplo- 
ma in music, dance, record production. Cata- 
log, auditions, information: (203) 246-2588. 
Hartford Conservatory, 834 Asylum Ave., 
Hartford, CT 06105. 


Learn to PLAY KEYBOARD and READ MUSIC. 
Using superbly conceived game, on any IBM- 
PC, produces amazing results. Send only 
$15.00. KGVS Music, 3141 S. Lochlomond, 
Springfield, MO 65804. 


ATTENTION Keyboardists: Beginners to pros. 
FREE report reveals how to sound like your fa- 
vorite keyboardists on recordings. (800) 548- 
5601, 24 hours. FREE recorded message. 
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PIANO INSTRUCTION MONTHLY with 
personal instructor by video. Unique, 
nationally recognized method. Effec- 
tive, convenient, affordable. Free 
brochure/reviews. Money-back guar- 
antee. PERSONALIZED VIDEO PIANO 
METHOD, PO Box 489, Madison, NH 03849. 
(603) 447-3535. 


Short cuts to playing blues, jazz, rock, gospel, 
new age, R&B, Latin. Book/cassette with op- 
tional MIDI file disks show you how. All levels. 
Free info. (800) 748-5934. A.D.G. Produc- 
tions, 15517 Cordary, Lawndale, CA 90260. 


a” RECORDING ENGINEER 


[ * TRAIN AT HOME Vi a 


Easy Home-Study practical training in 


Multi-track Recording. Join our successful a Gao 
Pe working graduates or build your own studio. B |" 2 aes 
se Diploma. Job Placement, & More. 
FREE INFORMATION: ae 
Audio Institute — a % 
2258-A Union St. Suite 8. San i 


Raga Encyclopedia, $35.00. Hot Tabla Rhythms 
(10 cassettes), $59.95. Tabla Tutor Video, 
$39.95. Shipping extra. Visa/MC orders — 
USA: (800) RAG-MALA/International: (408) 
423-1699/FAX: (408) 423-5172. 


RIDGE RONNER PRODUCTS’ 
NEW SLO-MO ENCORE 
6-SPEED DIGITAL MUSIC 


STUDY RECORDER 


TOTALLY NEW & FANTASTIC 
ONE OF 4 KIND DIGITAL RECORDER 
MADE JUST FOR LEARNING MUSIC 
OUR SLOW MOTION PROCESSOR SLOWS 
MUSIC DOWN TO UP TO 3 TIMES SLOWER 
THAN HALF SPEED WITHOUT CHANGING 
THE PITCH OR DROPPING AN OCTAVE. 
PITCH CONTROL AUTO REPEAT REPEATS 
CONTINUOUSLY EASY EDITING OF LICKS TO 
1/4 SECOND ACCURACY % FULL MINUTE OF 
RECORDING LEARN NOTE BY NOTE WITH 


FOOT PAUSE (FURNISHED) AT ANY SPEED x 
INE & HEADPHONES OUT NO MOVING PARTS 


* ONE YEAR WARRANTY ON PARTS AND LABOR 
Speed drops to 5 slower speeds without changing the pitch 
BO you can “steal” pros’ secret speed licks! Record any 
SOLO (up to 63 seconds or you may zero in on any shorter 
portion while the whole solo is still in memory.) or LICK (down 
‘0 one half second). And as long as it’s in memory, you can 
practice at onespeed for a while and switch to another speed 

ill you're ready to loop it at regular speed. FREE INFO! 


xMakes it easy-as-ple for you to 
“steal” pros’ secret speed iicksix 


* Price: $549.95 ppd. ** 

ACT NOW! ORDER BY PHONE! (VISA, MC, DISC, AMEX) 
1-800-FRET PRO, or 512-847 8605 
OR SEND YOUR ORDER TO: 

RIDGE RUNNER, DEPT. KB-502 
84 YORK CREEK DRIVE 
DRIFTWOOD, TEXAS 78619 


FINGER FITNESS: Helping Hands Work and 
Feel Better. Send for FREE product catalog. Fin- 
ger Fitness, PO Box 13359, Dept. K, Hamilton, 
OH 45013. Tel: (513) 868-7933; FAX: (513) 
868-9038. 


Ch MChintock 
PIANO COURSE 


A New Expertence in Learning 


Have you wished you could read music and play 
the piano, but never had the time to take lessons? 


Now, without previous knowledge of music or 
the keyboard, you can confidently teach yourself 
at home—at your own pace. 

After 30 years of research and experimenta- 
tion, a complete Course (from basics to Bach) is 
available. Recommended by and for students, 
music educators and professionals. 


3 volumes of music and 8 volumes of correspond- 
ing text in 2 handsomely boxed sets. Price: $388 
plus tax where applicable. For a free brochure, 
write or call: McClintock Enterprises, 

853 Seventh Avenue, New York, New York 10019 
800-428-0018 or 212-956-3529 


Learn Keyboard By Video with Talc Tolchin. Vol 
1: Scales, improvisation, chords, rhythm. Vol 2: 
Ear training. Vol. 3: Blues. Vol. 4: Exercises. 
Vol. 5: Songwriting. Vol. 6: Demo production. 
$50.00 each; 3 or more, $40.00 each. Postage 
$3.00. Billboard: “Highly recommended.” 
Video Review: **%**. Keyboard: “Could help 
absolute beginners start sounding good fast.” 
Forte Productions, Box 325K, San Geronimo, 
CA 94963. (415) 488-9446. 


A VIDEO MUST 


For Every 
Electronic Musician 


INCLUDES 
e Keyboards 
e Synthesizers 

e Drum Machines 

e Drum Controllers 
e Wind Controllers 

¢ General MIDI 

e Trouble-Shooting 

e Much, much more 


Only $29.95 
plus $4.50 S&H 
VISA or M/C 

sa R ie auaremnes ae 


Learn Piano Tuning, Repairing, And Regu- 
lating, taught by Craftsman technicians. Com- 
plete correspondence course includes written 
and video tape training material, Apprentice 
Training Manual, much more. Licensed by De- 
partment of Education. Approved for Veterans 
Training. Randy Potter School of Piano Tech- 
nology, 61592 Orion Dr., Bend, OR 97702. 
(503) 382-5411. 


Black Gospel Music In Print. Written for the pi- 
anist who cannot pick up black gospel by ear. 
Notated exactly the way it is played. “Praise 
Him With The Gospel” by Charles F. Little, Jr. 
Book #1, $14.95, cassette $10.95. Book #2, 
$12.95, cassette $10.95. C.FL. Music Publish- 
ing Co., Inc., Box 2028-KB, Lexington, KY 
40594. 


MASTER MUSIC AT HOME! Diplomas/degrees. 
U.S. COLLEGE OF MUSIC. (617) 266-2886 (v); 
(617) 536-9494 (f). 


SOUNDS & SOFTWARE 


REAL LATIN SEQUENCES available for most 
popular computers and sequencers. All GMIDI. 
Write or call for information. LATINO SE- 
QUENCES, 5011 SW 139 Pl., Miami, FL 
33175. Ph/FAX: (305) 559-9102. Orders: 
(800) 322-2508. 


Pro-Quality ASR-10 Samples 


Rubber Chicken Software has the samples you need most 

for your Ensoniq® ASR-10 or TS-10/12. Great Synths!- 
Great Brass & Basses! - Great Organs & Pianos! Great Indus- 
trial! Over 50 items and 1,500 samples to choose from. 300mb CD- 
nah kth atm tent a FREE sound disk and product — 


E 1-800-B PRO-EPS 4118 SW ie 5 pag ie, oe opts ae 


Sequences! Sequences! Sequences! Available 
for all types of music. Free catalog. Specify se- 
quencing software and hardware. The MIDI 
Inn, Box 2362, KSQ9, Westmont, IL 60559. 
(708) 789-2001. Demo line: (708) 789-2181. 


Get That Live Feel 
Now In Our 4th Year 


Over 5,000 sequences featuring 
that “off-the-record” sound. 


Pop, Country, Classic Rock, Jazz, 


We didn't ‘becoee i Tievent sequence company 
in the world because of our good looks. 


San Carlos, CA 94070 
1-(800) 593-1228 


Fax (415) 637-9776 
Int’l (415) 637-9637 


“Super Live Drums”: This is not your typ- 

ical drum pattern disk. 1,001 bars of 
high-quality performances played in REAL 

TIME! Other disks available. Works w/all 
computers and Roland sequencers. BEAT- 

BOY DRUM SEQUENCES, HCR1 Box 1A 193, 
Lackawaxen, PA 18435. (800) 838-BEAT 
(2328). Send $39.95 + $4.00 S&H. 


Intense suppor for a few iyntherizens ! 


© T1/Te/TS3: 20 disks of new sounds. 
(Reviewed, KEYBOARD, Oct., ‘92 & Sept., ‘93, 
pg. 120): “... an excellent, inspiring collection.” 
"th hkkke keke kkk” (Perfect Rating) 


e OVV-SOOO: over 640 sounds available. 
Turbo-DW plug-in expansion on sale: $149”. 


(Split, layer, transpose, local-off, 512 patches, etc.) 
(Reviewed, KEYBOARD, Sept., ‘90, pg. 146.) 


* TX81Z: “These sounds are 
great.” — Mark Grey, KEYBOARD, june ‘93 
“ehhh wkkkk keke” (Perfect Rating) 
VISA == Angel Ci ty MasterCard 
2 Liberty Place, Middletown, CT 06457 (203) 347-5166 


CyberSounds. ASR-10/EPS-16 Plus/Mirage/ 
TX16W samples. Classic synths cassette — 
$9.95. 801 Weber St. East, Kitchener, Ontario, 
Canada, N2H 1H5. (519) 745-0021. 


ANCE SamPLe 


We have some of the best sounds at the lowest 
prices around. Call for your catalog of disks and CDs. 
Samples on 3.5" disk for: EPS, EPS 16, 
ASR-10, TS-10, $-50, 550, 330, 770, W-30 MIDI MARK 
%-900, $-350, $-1000, K-2000v2 ecisaian nn 
CALL FOR YOUR FREE CATALOG! PO BOX 217 
316699-0095 WHITTIER, CA 90608 


SEQUENCES. Send SASE for price list. BOB’S 
JUKEBOX, 220 SE Aviation Parkway, Cape 
Coral, FL 33904. 


Finest EO & Documentation Available. 
Most Computer & Dedicated Sequencer Formats 
DAT & Cassette Format 


Top 10 Country Hits & 
Top 10 Pop Hits Always in Stock 


Orders: 1-803-293-3767 
Technical Support: 1-803-293-4598 
nse About Our Membership Plan 


TrackBusters, Inc. 
P.O. Box 20279 
Myrtle Beach, SC 
29575 


SOUND AND SEQUENCE PROGRAMMERS! Try 
your own ad in Keyboard’s Classifieds. Our 
coupon on page 147 makes it fast and easy. 
The next deadline is August 15th for the 
November issue. 


NEPRO 


KID NEPRO IS THE PATCH KING! 


Since ‘84, more quality sounds, for more instruments than 
anyone in the entire universe! 


OBERHEIMe 


SEQUENTIAL®* 
PROPHET-5-10 


, MIRAGE EPS 
Z \ EPS16+ ASR10 
PY ESQ SD1 
VEX-SD 
EMU 
JUNO-106 HS60 JUNO- EMAX EMAX-2 
60 JUPITER-6JUPITER-8 ENTIRE PROTEUS 
YAMAHAe SERIES SP1200 
ALL SY, TG, DX/TX AKAle 
PLUS V50 AND FBO1 $900 S950 $1000 $1100 
CASIO» $2800 $3000 $3200 S01 
ALLCZ&VZSERIES  KURTZWElls 
FZ1 FZ10M FZ20M K2000 


ey] -50 Disc trary tor AKAI MPC 60 


ILABLE Fi 
ROMS *RAMSeCASSETTES*DATA SHEETS ALESIS DATA- 
DISK*MAC*ATARI*IBM. AUTHORIZED DEALER FOR MOST 
COMPANIES. WE SELL HARDWARE TOO. 
SEND $2 FOR CATALOG (SPECIFY INSTRUMENTS) 
eee AND THE LATEST SOUND LISTINGS ore 


SSS SOA SEN TS SEIS ESL TE TSAO SEE 
KID NEPRO PRODUCTIONS ¢ PO BOX 360101 
(DEPT K) BROOKLYN, NY 11236 * 718-642-7802 

¢ 212-629-3708 * FAX: 212-947-0027 = 


eeee AMEX * DISCOVER « VISA + MC eeee 


The PATCH KING has it all! 


MIDI JAZZ COMBO. Looking for GM, standard 
format jazz sequences? We got ‘em. Get our 
sequences disk — 12 songs, an hour of jazz for 
$24.95. Musicraft Studio, PO Box 1272, Lau- 
rel, MD 20725. Call (301) 604-6297 24 hours 
— Visa/MC. 


The Definitive Synthesizer Sound Library! 
Guaranteed! (213) 650-6602. ManyMIDI Prod- 
ucts, PO Box 2519, Beverly Hills, CA 90213. 


TRYCHO TUNES 


PERFORMANCE SEQUENCES.:,, 
Over 1300 current Top 40, oldies, standard, and c&w 
songs for most brands of sequencing equipment. 
We’re the oldest and still the best! 


Trycho Tunes are available at many fine pro 
audio/computer stores, or order direct at: 


1 (800) 543-8988 


TRYCHO MUSIC INTERNATIONAL 
2166 W. Broadway St., Suite 330 
Anaheim, CA 92804 
Fax: (909) 696-3571 


Classifieds continue » 
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kK FEY BO AR D | 


: rty Friend (the sample wizard who g 
the word mony o te unbelivoble sounds found in the original 
KURZWEIL 250 and the new K2000 sound libraries!)! 


Tired of purchasing samples that are less thon claimed when you get 
them home? Try our “Hearing is believing” cassette demo tape before 
you bey ($3.00 refundable with your first order) ! 


* Available on floppies or 45 meg. Cartridges. 
m* Spec. sheet inciuded for every program. 

+ Ask about the 16 meg. "Ultimate Piano” ! 

+ MasterCard & VISA accepted. 

R.§. [| seceseecossveseocesesvcesascess 

300 Oakwood five.*€lkhart, IN 46514,°(219) 262-1324 


Sounds: TX81Z, EPS/ASR, Chroma Polaris, K3, 
Matrix-6, more. Free info. West Broadway Pro- 
ductions, PO Box 12218, Beaumont, TX 77726. 
(409) 899-5985. 


EMAX, EMAX Il, ENIX, all other samplers 
now supported on Macintosh, Alchemy, 
SoundDesigner file formats. 

Disks or Syquest. Super memory-efficient, 


advanced synthesis designed. Over 9,000 
total sounds. Great prices, demo available: 
Stoklosa Productions (412) 279-8197 

PO Box 13086, Pittsburgh, PA 15243 


THE BEST SEQUENCES AVAILABLE. Tran Tracks 
has been providing professionals with the high- 
est quality sequences for years! Our clients con- 
tinue to say Tran Tracks are the best. Incredibly 
accurate programming. Large library of hit 
songs. Unparalleled technical support. Com- 
plete documentation. Immediate delivery. For- 
mats: IBM, Macintosh, Atari, Amiga, Roland, 
Yamaha, Kawai, Alesis, Ensonig, Brother, Korg. 
Licensed by major publishers. 5 songs or more 
— $10.00 each. MC/Visa/Amex. Free demo 
and catalog. TRAN TRACKS, 350 Fifth Ave. 
#3304, New York, NY 10118. (201) 383- 
6691. FAX: (201) 383-0797. Toll-free order 
line: (800) 473-0797. 


{KM Macintosh AtariST Amiga C64/C128 


Music/MIDI Software From $3.00 Per Disk! 
Includes Sequencers, Editors, Librarians, Ear 
Training, Algorithmic Composition, Sounds, 
Sequences, Tutorials, And Much, Much More. 
Hundreds Of Public Domain and Shareware 
Music Disks. Programs Available For Use 


With Any MIDI Instrument. Please Call Or 
Write Today For Your Free Catalog Disk! 
Please Specify Computer Type. gf 


Music Software Exchange 
Post Office Box 533334 
Orlando, FL 32853-3334 
Telephone (407) 856-1244 


itd m css ee 


Killer K2000 Sounds. $10.00/disk. 500+ synth 
patches — only $25.00! SoundVault, PO Box 
2932, Santa Clara, CA 95055-2932. 
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ENSONIQ SOUNDS! The best patches 
and samples for every Ensoniq key- 
board. EPS/ASR samples, killer sounds 
for VFX/SD-1 and SQ-1/KS-32. Also 
available: Ensoniq’s Mirage, ESQ-1, 
and SQ-80 libraries. Slamming Casio VZ- 
1/VZ-10m patches! Syntaur Productions: (800) 
334-1288. 


MidiGig™ Sequences. 169 multitrack songs for 
$169.00. Call for free list and demo cassette. A 
Better Production, PO Box 8544, Riverside, CA 
92515. (909) 351-4528. 


Does the Band Hate Your Sounds? 
Fat, punchy programs for the working musician (Top40, 
weddings, etc.) by keyboardist with national credits. 
MAXIMIZED FOR LIVE PERFORMANCES 
Disk for OI/WFD or SY9S9, send check/M.0. for $19.95 
+ 3.00 s&h, (NI res. add 6%). SY/TG77 send 8.A.8.E. 
Syntheation Productions, 

PO Box 1798, Brick, NJ 08723 


MOZART Symphonies Nos. 40 & 41 and Eine 
Kleine Nachtmusik, complete and unabridged, 
79 minutes of fabulous simulated orchestral 
performance. General MIDI Format-1 files, re- 
quire 28-note polyphonic, 16-part multi-tim- 
bral capability. Great for study, multimedia 
presentations, or just fun. Specify Mac or IBM 
format 3.5” HD. Send $19.95 + $3.00 ship- 
ping, check or money order. MASTERWORKS 
IN MIDI, 11 Alameda, Irvine, CA 92720. 


, SONG ny V 


SS At Last... <9 


The only MIDI Song Files you'll ever need... 
from England's 
Premier Specialist Music Publisher 


GALAXY GOLD 


brings to you, exclusively... 


THE ORIGINAL PROTRACKS 


MIDI SONG FILE COLLECTION 


(not to be confused with unauthorized imitations) 


For that current CHART HIT or BIG BAND STANDARD, ROCK & POP 
MEDLEYS, TV & FILM THEMES and our unique JAZZ COMBO series... 


WRITE OR CALL for your 
FREE CATALOG AND DEMO TAPE 
* Also inquire about matching BIG BAND arrangements 


GALAXY GOLD, INC. 
13-15 Parsonage Street, Providence, RI 02903 


Tel: 401-351-3470 + Fax: 401-751-2604 


TOLL FREE, ORDERS ONLY: 1-800-334-7299 
Visa and Mastercard Accepted 


Sound disks for the PEAVEY SP. Write for com- 
plete listing. SP O.D.E., 1522 E. Thousand 
Oaks Blvd., Thousand Oaks, CA 91362. 


SY77/99: NEW! T. Beck Series Il, 256 sounds, 
including: Pianos, Organs, Synth, Wind, Bass, 
Guitars, Metheny, NewAge, FX. Also available: 
Original SYBEX (reviewed August '93). Each 
$49.95 (+$3.00 foreign). Check/MO ($USD): T. 
Beck, 113 Park Ave., Collingswood, NJ 08108. 


DRUMS-ON-LINE 
Affordable Live MIDI Drum Tracks 


Have a New York pro add live digital drums to your 
MIDI song files via modem or by mail. For information, 


demo and resume cail or write to Drums-On-Line: 
PO Box 251K, Lake Peekskill, NY 10537, 
(914) 528-0900, or send E-Mail through the 
ECI-BBS in conference #2 (914) 683-3665. 


Sixty sensational BAND-IN-A-BOX Super-User 
Styles *** Band-In-A-Box FUNtastic Fake Disk 
*** Superior General MIDIfile Sequences *** 
FREE catalog *** Send legible name/address 
today!!! Norton Music’s Better Band, PO Box 
13149, Fort Pierce, FL 34979-3149, USA. 
FAX/Voicemail: (407) 467-2420. 


al se amples: to emmy 


wer y 
Including synths, chords, bass, & drum loons Also 
a free “how to’ quide for techno-rave — 


FROM STRATOMEDIA inc. M-Q #& 


CALL NOW: 418-659- $518 “fax:418-837-2406 


L.B. Music Sequences — We sell sequences for 
Ensoniq, Korg, Roland, Yamaha, IBM/SMF, 
General MIDI. Call for a free demo kit. (800) 
3LBMUSIC (352-6874). 


MIDI SONGS FILER 1.0 for Windows is a sing- 
along KARAOKE MIDI software that allows you to 
synchronize lyrics to your sequences; a jukebox 
MIDI player and a powerful MIDI File database. 
$99.00. ITALY-in-MIDI, via DEZZA, 24, 20144 
MILANO, ITALY. Tel/FAX: (+39) 2-66048670. 


PRO PA TCHES™ 

>, Cur Cataiog now features 127 

Patches™ for Akai, Casio, Ensonia, 
berheim, Roland, & Yamaha synths. 


FS 
zweil, 


oT 


source for breath-controlied sounds. 


COUNTRY SEQUENCES. We do country best, 
‘cuz couniry’s all we do. MC/Visa. C.J. MIDI 
PRODUCTIONS, 24 Hinkleyville Rd., Spencer- 
port, NY 14559. (716) 352-5493. 


800+ tunes for Band-In-A-Box. V.5 or 6 for 


IBM, Mac, or Atari. 2 disks, 400 tunes per disk. 
$39.00 each (both for $69.00) + $3.00 S&H. 
Pro input w/right chords & melody. Send 
check/M.O. to Giant Steps, 1733 H St., Suite 
330-382, Blaine, WA 98230-5107 (or info). 


The MIDILink SUPERHIGHWAY 


Isn’t it time YOU got connected? 
We're the most useful connection since the MIDI cabief 
vian modem ANYTIME 70,000 files on online 708-949-MIDI 


ENSONIG EPS-A “ASR 78 YAMAHA SY SY-77 7 SOUNDS 


SAMPLES FROM $3 DISKFULL 18 DISK COLLECTION 
WRITE FOR FREE LIST 


ian enint ORDER VIA MAIL 
GOOD VISA/MASTERCARD/M.O. 
STUFF! : | [ia MANUFACTURER'S SUPPORT ONLINE! 
; 


FREE ADVERTISEMENTS ONLINE 


SOUND MANAGEMENT BBS 
P.0.80X396 MUNDELEIN, IL 60080 


EMPLOYMENT OPPORTUNITIES 


ENTERTAINMENT WORK ABROAD! Huge data- 
base of agents and festivals worldwide. Send 
S.A.E. for details to: Dept. 1, PO Box 5, Willer- 
by, Hull, HU10 7LX, United Kingdom. 


Piano Teachers Needed Now 


Motivated, organized teachers earn $750 
a day (and up) presenting adult group 
piano classes. Full or part time. Invest- 
ment required. Over 20,000 satisfied stu- 
dents since 1982. Franchise income with- 
out franchise investment or risk. To hear 
the whole story call for FREE 90 minute 
cassette tape. For recorded information 
(24 hours) and your tape call 


800-289-1269 +« 916-872-7684 
New School of American Music 


Musicians National Referral. Professional 
bands and musicians seeking each other. (800) 


366-4447. 


RECORDS/CDs/CASSETTES 


Voted BEST NEW TALENT OF THE YEAR (Key- 
board Reader’s Poll) is JORDAN RUDESS. Buy 
his new album “LISTEN”: CD $19.98 postpaid; 
cassette $11.98 postpaid. Call (800) 688-2561 
or write Invincible Recordings, PO Box 13054, 
Phoenix, AZ 85002. 


OTHER 


Blues Jams — 15 awesome rhythm ‘n’ blues- 
style tunes with book. Full band arrangements 
by professional session players. YOU add so- 
los. Perfect for practicing or performing. Cas- 
sette, $11.00. Standard MIDI File disk, $21.00. 
Visa/MC/check/ money order. Midi Song, PO 
Box 71231, Marietta, GA 30007. 


Songwriter Products, Ideas, Necessities! Con- 
tracts, copyrights, books, critiques, bios, photos, 
short cassettes, printed labels, MIDI/track 
sheets, duplication! Free catalog! NSP Song- 
writer Products, 345 Sprucewood Rd., #K, Lake 
Mary, FL 32746-5917. VISA/MC/CHECK. 
(407) 321-3702. 


German Company, development of Digital Au- 
dio, is searching for a German partner, repre- 
senting the company in the USA exclusively. 
Techno-Lab, phone: 0049-5453-7383; FAX: 
0049-5453-3805. 


Music Opportunity/Record Contract. We will 
present your demo tape to major record exec- 
utives. Service free if not accepted. 25 years 
experience in industry. For details, SASE to: 
Milestone Media, Dept. K, Box 869, Venice, 
CA 90291. 


DusKuvir™ 


DUST COVERS 


Protect Your Valuable * Premium quality vinyl 
Keyboards, Consoles * Black, clear or gray 


and Audio Equipment sSetetertinn ceca > 


Order Today! 


= pos ae es 
co) pro 2.0. Box 41 * Minneapolis, MN 55316 
{800) 472-7707 j 


(612) 427-7707 + Fax: 427-8865 


VAN HALEN! International VH magazine! Offi- 
cial VH, Red Rocker, and Cabo Wabo mer- 
chandise. FREE catalog! 5150, Dept. K, PO Box 
540316, Omaha, NE 68154-0316. 


Try Your Own Ad in Keyboard’s Classifieds! 
See our coupon on page 147. 
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Are you writing a song 
or launching the space shuttle? 


When it comes to creating music, computers are great because 
they give you a band at your fingertips. But they can also bog 
you down with annoying technical distractions. 


The problem is that until now, 
nobody’s made a sequencer 
specifically designed for those 
spontaneous moments when 
inspiration strikes. 


That’s why we created FreeStyle. 


Work with players in an ensemble. 
FreeStyle remembers all your takes 
so you can easily choose your 
favorite parts. 


With its Riff Metronome™, FreeStyle 
lets you play to an inspiring drum 
riff instead of the usual boring click—instantly choose among 
dozens of riffs to find the one that gets you pumped. 


After recording your first take, there’s no need to mess with loop 
points. FreeStyle senses when you stop playing and automatically 
begins looping what you’ve recorded so you can try another take 
or add more players. 


Piano 
Chromatic Percussion 


| 44 Violin 
| 42 Viola 
| 43 Cello 
| 44 Contrabass 

| 45 Tremolo Strings 
| 46 Pizzicato String 


= 


Synth pad etc. 
Synth SFX 
Ethnic 
Percussive 


FreeStyle shows you a list of 
musical instruments instead of 
cryptic patch numbers. 


With its trackless approach to sequencing, FreeStyle allows you 
to create an entire song without ever taking your hands off your 
keyboard or guitar controller. You may even forget your 
computer is in the room. 


FreeStyle works with any MIDI interface such as the 
one-in three-out FastLane™ or the four-in six-out 
MIDI Express™, Electronic Musician Magazine's 
1994 Editors’ Choice Award Winner. 


But if you do glance at your computer, you'll see full-color 
eraphic editing and impeccable music notation. And when 
you're ready to put it all together, FreeStyle’s arrangement 
window lets you easily assemble sections into a song. 


Verse 


etre, (PERE 
et =! 


Unlike those “EZ” programs, FreeStyle’ notation looks great. It's automatic and 
intelligent with dynamic hand-splitting, multiple voices and engraver spacing. 


2 


Best of all, you’re never locked into one way of working—you 
can switch freely between linear recording over your entire song 
and loop-recording within each individual section. 


FreeStyle is also designed to keep MIDI complications out of 
your face, so it has built-in support for General MIDI sound 
modules and other 
popular devices. Just 
plug in your 
instrument, select the 
players you want, and 
start recording. 


BS Pure Inspiration Se 


So, the next time you 
sit down at your 
computer to write a 
song, do it FreeStyle. 
It’s as musical as your computer can get. 


Each section of music can have a pickup bar, 
so you don't have to copy the pickup notes of 
your chorus into the last bar of every verse. 


As musical as your computer can get. 
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